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AA'alking in the streets of Paris you elbow tliousands of 

passers-by to whom you do not pay the least attention 

They ai‘e individuals without individuality .... the mul- 
titude, the mass, the hock They are the hapi>y, the 

joyous, the peaceful, the dependents of the law. . . . But 

besides these, pass and repass — sad sometimes, dreamers 
often, poor always — fine and striking figures, that have a 
physiognomy, a colour, a relief, an originality, a date, a 
signification : they are artists, i^oets, thinkers, searchers, 
restless vagabonds — enamoured of glory, infatuated with 

idle fancies, indulgers in dreams They are chosen by 

Nature, full of intelligence and of heart. They know how to 

love, they feel enthusiasm, they have the sense of life 1 

And the crowd, the ignorant .... the Philistines — covers | 

them with disdain, with injuries The crowd only | 

sees the worn coat seams I But I know the crowd and it is t 

bad knowledge: I know it. — “At Horae in Paris,’ ^ by | 

Blanchard Jerrold (1871). | 

■ ■ ■ . ■ . ■ 

[EINE warned those who fought with him | 

in the War .of Liberation, that they s 

must expect their names to be I 

uttered with slander in Philistia. f 

That is the penalty all soldiers of progress | 

must pay. If they are fortunate enough to | 

win a place in the annals of men, their fame I 

I 2 I 

^ I 


I 

I 

i 
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3 Memoir of Francesco Salvador-Daniel. 

may live it down: if not, their portion is a 
sneer or silence. For instance, take Wagner’s anar- 
chical tendencies and the part he played in the Dres- 
den rebellion of 1849. In those days *'the crowd,'' 
the Philistines, looked upon Wagner as one of 
Blanchard Jerrold's ^'restless vagabonds/' and 
covered him with disdain and injury. He was 
wanted by the police/ and declared a dangerous 
political" with no less a person than the arch-anar- 
chist, Bakunin. But to-day, Wagner is among the 
world's elect, and those same delectable occupants 
of Carlyle’s ‘^thousand gigs of respectability" — the 
crowd" — now profess to see his rebellion in the 
light of a harmless escapade. That is to say, Wag- 
ner has arrived at the portals of Fame, and there 
you never see the "'worn coat -seams" that Jerrold 
speaks of. 

Twas ever thus. No matter if one is a thousand- 
fold genius, unless he is one of the anivts^^^ crowd 
— the narrow, ignorant, mutable many, who only 
see the ''worn coat-seams/’ cross themselves and 
pass on. Unless, mark you ! the “worn coat-seams" 
dares to tell of his “idle fancies," and more so to 
practise them; then, God help him! all the genius 
in the world will not save him from their abuse 
and calumny. 

Such is the case of a certain Salvador Daniel, 
musician and savant, composer of the “Chansons 
Arabes/’ author of “La Musique Arabe," and direc- 


? 
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tor of the Paris Conservatory of Music, the suc- 
cessor of Auber and predecessor of Ambroise 
Thomas. But alas! he was not among the arrives, 
albeit a director of the Paris Conservatory : for it 
so happened that his directorship did not come from 
the “crowd,” but from the citizens of the “worn 
coat-seams” themselves, who, once upon a time, tried 
to save the “crowd” from its sloth and ignorance. 
Their attempt is known in history as the Paris Com- 
mune of 1871. So Salvador Daniel is only one of 
the “ worn coat-seams,” after all, and the “ crowd ” 
must assert its prerogative of disdain or injury 
towards him. Thus we have authoritative works, 
(“Grove,” for instance) completely ignoring him, 
whilst others, in damning with faint praise (I will 
speak of his calumniators later) say “he w^as not 
without merit,” or that “he would perhaps have 
made a name for himself,” if “only he had lived a 
respectable life.” Bah ! He had sufficient merit to 
die for his convictions, and those who live the 
“respectable life” need have no fears for his name. 
Even should it fade in the annals of music, it will 
be ever fresh in the hearts of those of the “worn 
coat-seams.” 
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Francesco Salvador-Daniel was the eldest son of I 
Don Salvador Daniel, a Spanish nobleman and | 

I 
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ofBcer, who, after supporting the Carlist rebellion of 
1830, fled with Don Carlos across the French fron- 
tier. Don Salvador had his properly and estates 
confiscated, and eventually settled at Bourges, as a 
teacher of languages and music, becoming later the 
organist at the cathedral, and professor of singing, 
piano and harmony, at the College Royal and Ecole 
Normale. Fie gained some reputation as an advo- 
cate of the Gallin (Cheve) system, and as the author 
of several educational works, highly praised by 
Fetis and Castil-Blase — “Graminaire Philhar- 
monique,” etc. (1836-7), “Alphabet Musical” (1838), 

“ Commentaires de I’Alphabet Musical” (1839), | 

“Cours de Plain Chant” (1845), and “Guide de 1 

rinstituteur pour I’Enseignement du Chant” (1847). | 

I purposely enumerate the works as the father and * 

the son have been confused in authoritative quarters, | 

viz., F6tis, in his “Histoire G6neralc de la Mus- 1 

ique,” the British Museum Reading Room catalogue* 5 

and at the Biblioth^que National, Paris. 5 

F rancesco Salvador was born, says Mendel, at Paris C 

101831. He received his schooling at the Ecole Nor- | 

male at Bourges, where his father settled down soon | 

after his birth, and his father and uncle gave him his » 

musical education, the former having him as a chor- I 

! ister in the cathedral, and teaching him the piano, f 

I violin and theory, whilst the latter, who was an | 

i ; ^ ^ — i 

I * TMs tias since been altei ed at my request. • 


I . f 
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army bandmaster, no doubt imparted to him the 
''good practical knowledge of wind instruments” 


which Salvador^' possessed. 

In 1843, Daniel fere and the family removed from 


Bourges, but where to is not known. However, in 
the mid-forties, one of the many aspirants for fame 
who made their appearance at the Paris Con- 
servatoire was young Salvador. The gay city was 
then on the full tide of Opera Bouffe, and all seri- 
ous art had become subserved to this " intelligent 
musical persiflage.” In such an atmosphere, the en- 
thusiastic Salvador, straight from the provinces, 
with high-flown notions on art, was bound to suffer 
a rude awakening. He was a very ordinary pianist, 
although on the violin he was considered quite a 
“capable performer.” His metier was, however, 
composition, and in this, as his friend Paul Delbrett 
said, "he was a genius, who under happier circum- 


Having a double surname, lie has been called both 
Salvador and Daniel. LacaFs Diccionario de la Musica’’ 
(188y), Playfair’s “ Bibliography of Algeria,” actually 
mention him under both, evidently thinking they were 
diffej*e.iit persons. In Algiers he was known by both. 
The Annuaire de Algerie” speaks of him as M. Salvador, 
whilst a '‘Guide a Alger” says M. Salvador Daniel. His 
first contribution to the "Revue Africaine” was erroneously 
given as by Daniel Salvador, which was afterwards cor- 
rected. Delion (" Membres de la Commune”), Leighton 
("Paris under the Commune,” Rev. Ed.), Bernard 
("Figaro,” 1871), all refer to him as Salvador, It was by 
this name that he was known to his friends, and I use it 
throughout this memoir. 
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stances would have left an immortal name,*’ But 
there never was room for genius in this workaday 
world of sheer industrialism. The normal, com- 
monplace, practical man naturally falls into the 
mould which the normal, commonplace, practical 
world makes for itself, it has no place for the 
abnormal and uncommon, and it had no place for 
Salvador. Thus he found himself on the old 
Bohemian road misere that Murger speaks of in “La 
Boheme,** by which everyone who enters the arts, 
without other means of existence than art itself, is 
forced to travel. Poor Salvador, for sheer subsist- 
ence was compelled tc cry a truce with the “ crowd ” 
(as Wagner did before him), and help to contribute 
to their mediocre tastes. And so we find him in the 
service of popular music publishers as a copyist, 
proof reader and arranger of dance music, comic 
songs, etc, besides doing all sorts of literary hack- 
work, writing musical and theatrical notices, an 
avocation which wellnigh broke his heart. 

Salvador was for a long time without regular 
employment He got introduced to Offenbach in 
the hope of gaining entry into his orchestra at the 
Theatre Fran^ais, but without success. At last he 
found a place as viola or second violin at the 
Theatre Lyrique, a post he held for several years. 
Here he became very friendly with Delibes, then the 
accompanist at the theatre, and afterwards famous 
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as the composer of the delightful ballets, ‘'Cop- | 
p 61 ia" and Sylvia/^ | 

Meanwhile, Salvador became very much attracted | 
by the life and art-work of Felicien David, whose | 
'*Le Desert’' was the talk of Paris. David was an | 

ardent St. Simonian, and when the brotherhood” | 

was dispersed in 1833, David and others set out on | 
a mission to the East. They journeyed through | 
Turkey, Palestine and Egypt, returning to France | 
hve years later. During his travels, David made a | 
study of the music of the Orient which formed the § 
basis of his ‘'Melodies Orientales” and “Le Desert.” f 
He had no more enthusiastic admirer than Salvador f 
and the two became friends. Indeed, it is not at all | 
unlikely that Salvador formed his earliest ideas of | 
social revolution, which he afterwards espoused with t 
fervour, from David’s ecstatic communistic faith. f 
Salvador had long meditated upon “going | 

abroad” He was one of those restless spirits, brim- | 

ful of impulse. The struggle with miser e had left | 

an indelible imprint upon him, and years after he | 

always spoke with great fervour, of his sufferings I 

and aspirations as a youth in the “ Quartier Latin ” | 

Like the wounded soul in Lamartine’s “Les Pre- | 

ludes,” the altar of his artistic faith had been swept | 

away, and nothing save conflict would rekindle his | 

manhood. All around he saw how noxious this so- | 

called civilisation was to Art, and Heine’s “Prom- | 

ised Land ” was as bad as the rest. Ever since his f 
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first acquaintance with David, the East had been 
calling him. Its strange primitive music, iinsoiled 
by the rude breath of Western civilisation, com- 
pletely enchanted him. A new land, a new people, 
a new art, meant conflict, and he soon made up his 
mind to set out on a similar quest to his master, 
Felicien David. But not to Egypt or Palestine, but 
Arab lands not yet known (at least musically) — i.e., 
Algeria, Tunis, Morocco and Kabylia. This was in 
i853‘ 


We next hear of Salvador settled in Algiers, re-* 
siding in the Rue Rovigo as a professor of music, 
teaching principally the violin, whilst a Mile, Salva- 
dor, who lived with him, taught singing. From the 
day he landed in Algeria, Salvador, who was 
already a good all-round linguist, spcakiiag Spanish 
and German, besides being a fair classical scholar, 
took up the study of Arabic. Having mastered the 
language, he began translating, under the surveil- 
lance of a friend named Cotelle, who was the inter- 
preter at the Consulate at Tangiers, some of the 
ancient music treatises of the Arabs. 

Salvador especially directed his attention to the 
problem which several Arab philosophers of the ninth 
and tenth century had propounded, the connection of 
their music with that of the Greeks. He took a 
great interest in the Soci6t4 Historique Aig6rienne, 


I ^ 
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I and thus came in contact with many Orientalist 

I savants, both Europeans and native, and among 

I them Comte Randon, the Governor-General, and 

I Berbrugger, the conservateur of the museum at 

I Algiers, who took great interest in his study of Arab 

I music. Salvador threw himself con amore into his 

I work, travelling note-book in hand, frequently if 

I not always dressed in native costume, thus getting 

I in closer touch with the people, taking down Noubas 

I songs and dance tunes just as he heard them sung 

t or played. He not only mixed with the native musi- 

f cians, but played wuth them at their concerts. 

I He traversed every corner of the three provinces 

I of Algeria. Tunis, which he considered was 

I to Africa^ — from a musical point of view — what 

I Italy was to Europe, was a place of special pilgrim- 

I age to him. Morocco and Malta also found him 

I collecting airs. He even visited Egypt and Spain, 

I so as to trace ixi the national song, the influence of 

I European civilisation in one, and the persistence of 

I a past Arab civilisation in the other. During his 

I travels he collected no fewer than four hundred 

I specimens of Arab music which he made the basis 

I of his study. 

I One of the first results of his labours was an 
I “Essay on the Origin and Transformation of 

I several Instruments,” contributed to a Madrid 

I journal, the “Espana Artistica” in 1858, and re- 

I printed in the “Revue Africaine” in 1863. But his 

m 
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" neglect the aasthetic. Many of the Arab songs he ar- | 
ranged for voice and piano, set to F rcnch and occa- 
sionally to Spanish words. These transcriptions and 
versifications were in a great part his own work, 
although he took many specimens from Victor 
Berard’s *‘Poemes Algeriens/’ and the works of 
Perron. Nine of the chansons were published by 
Richault; they were: 

Algerian songs: ‘'Ma Gazelle” (after the Arab 
air entitled ‘^Maklas Zeidan”), ''Heus ed-douro/^ 
Chebbou-Chebban,” *‘Yamina.” Songs of Tunis: 

''Le Ramier,” ‘‘Soleima” (words after a song by the 
ancient Mourakkich), Kabile songs : “ Zohra/’ 

“Stamboul,” ‘' Klaa beni abbes.” 

He also published a “Chanson Maiiresque de 
Tunis” in Spanish (Salazar, Madrid) and in French 
(Petit aine, Paris). 

I Three of the above c/iansous were issued for male 
I voice choir, with additional accompaniment for oboe 
« and tambouY de Basque. The whole of these songs 
I were published prior to 1863. Later he publislied 
three more: “Le Chant de la Meule” (Kabile song, 
after the Khacidah), “L’Ange du Desert” (song of 
the Moors of Spain), “Marguerite” (Maltese song). 

These “Chansons Arabes” reveal the high-water 
mark of genius, for there is as much Salvador as Arab 
in them. He took the rough, unpolished song of the 
I Arab, and created a veritable art work out of it. 

On this account he has been decried by the anti- 


} 


I 


I 
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qiiar}% for the Arabs never had any harmonic sys- ? 
tern, as we shall see in Salvador’s “La Musique 
Arabe.’" Notwithstanding the great variety of their | 
instruments, nothing beyond unison, octave, the em* | 
bellishments and perhaps pedal point, were ever ad- | 
mitted. But with Salvador, we must distinguish | 
between the antiquary and the musician. Salvador | 

as the antiquary may be seen in his collection of | 

“Chants Kabyles.'’ There you have the music in | 

its natural form. But in the “Chansons Arabes” | 

Salvador the musician stands revealed. In these t 

latter, it seems to me, that he sought to show how | 

the Arab would have presented his song had he | 

reached the harmonic stage. Whilst retaining all | 

the genre of Arab physiognomy, Salvador, follow- | 
ing their quaint melodic intervals, struck out in an ^ 
entirely new path in his harmony, modulation and | 
accompaniment, as original as anything Grieg or the | 

..m 

new Russian school touched upon. Salvador stands | 

in relation to the Arabs, as Grieg does to the Nor- j 

wegians or Borodin and Moussorgsky to the | 

Russians. f 

Besides his songs, Salvador published three or | 
four “Fantaisies Arabes” for piano (solo and duet), | 
which were also arranged for orchestra and a Nouba, 

He also wrote several symphonic works, a suite of | 

“Danses Arabes,^^ some compositions for violin and | 

piano (one, a “Chanson de Mai/* was performed at | 

the Societe des Compositeurs in 1869), and piano- | 


siiifite 
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forte pieces after the “theme and variation” style. 
All of these works were based on Arab modes or on 

Arab song. 

Daniel Bernard wrote a notice of Salvador after 
his death in the “Figaro,” and speaks thus of his 
compositions; “His works numbered three or four, 
not one of which is worth mentioning- They (Ber- 
nard refers to the ‘Fantaisies,’ which were the only 
works published beside the ‘Chansons’) are divaga- 
tions on a crowd of themes, each more odd than the 
other. The composer’s greatest fault was an abso- 
lute want of precision in mind. He lost himself m 
endless dissertation under the pretext of fantatsie 
Just fancy a mere journalist trying to appreciate the 
work of this revolti musician. Why! Salvador 
himself had pointed out years before, in his “La 
Musique Arabe,” that Europeans could not appreci- 
ate the beauties of Arab music at first hearing. 
And when to the bizarrerte of Arab music were 
added the rebel ideas in harmony and form of Sal- 
vador, no wonder this Bernard found him “want- 
ing.” I suppose such a passage as this : ^ 
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which is the last four bars from the song*, “L*Ange 
du Desert/^ must have shocked the poor man ! 




After the publication of ‘‘ La Musique Arabe ** and 
the ''Chansons Arabes/* Salvador found himself 
quite famous in Algeria, and looked upon as quite 
the authority in all appertaining to the native music. 
In the local musical circles he was considered a 
most important person, and besides a good 
private teaching connection, he was music professor 
at the Ecole d’Alger in the Rue Porte Neuve, and 
conductor of two musical societies, the Orpheon 
Algerien and the Harmonic d^Alger. 

For some time he had been engaged upon an Ara- 
bian opera, which, says his friend, Paul Delbrett, 
contained "some charming melodies” The libretto 
which also came from the pen of Salvador, was 
founded on an Algerian episode prior to the French 
conquest. It was Salvador's hope, no doubt, to pro- 
duce his magnum opus in its indigenous atmosphere, 
but, unfortunately, in the midst of his increasing 
prosperity, came a severe blow, which almost wrecked 
his life. He fell in love with a beautiful girl, the 
daughter of a merchant of Algiers, and they were 
betrothed. On the very eve of the nuptial day, his 
bride was stricken ill and died almost immediately. 
Salvador was prostrated with grief, and the unfor- 
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so preyed on his mind that his friends 
led to remove him from his woik. 
rec^ained his normal self, he decided to 
t for ever. Paris once more ^ 

and to that city he set his face. ^ u ^ 
to him, pointing out that Pans after so 
i’ absence was like entering a new and, 
position in Algiers was now assured oi 
Salvador, like all inherent rebels, hac 

faith in his powers. As ^ 

■ .—If be as successful in rans 


From the day 
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found himself readily admitted to the most influ- 
ential literary and artistic circles,^ and sought after 
as an authority, not only on Arabian music, but upon 
all ancient music. Dupleix says he had a good 
knowledge of the music of the Greeks, whilst M. 
Raoul Pugno informs me that he was a specialist on 
the plain-song. 

In September and November, 1866, I And him con- 
tributing once more to the ^'Revue Africaine,'" in an 
article entitled '^Fantaisie sur une Flute Double” 
(“Instrument Arabe”), a most charming and original 
piece of writing. 

At the Societe des Compositeurs de Musique, of 
which he was a member, Salvador lectured several 
times. Two of his subjects that I have noted were 
“ La Facture des instruments primitifs pendant les 
premiers ages du monde ” and “ Les Chants cabirique 
ou gallique,” the second lecture being published in 
the journal of the society. 

In 1866 or 1867, having failed to get his opera 
mounted on a Paris stage, Salvador made arrange- 
ments to have it produced at Marseilles. Then it 
w^as found that the management demanded a larger 
sum than the composer could raise among his sup- 
porters, who were mostly Greek and Jewish mer- 
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* He seems to have been well knoxvn in musical circles, as I 
Wekerlin in a lecture before the Societe des Compositeurs i: 
de Musique in 1864, speaks of him as ^‘well known amongst | 
us.’» ■ ■ ■■ ■ ! 

3 f 


1 8 Memoir of Francesco Salvador-Dankl. 


1 


chants engaged in the North African trade, and the 
whole scheme was abandoned. Salvador after- 
wards sent his score to Berlioz, who was so delighted 
with it that he promised to use his influence with 
Liszt to have the work produced at Weimar. Ber- 
lioz’s death intervened and that ended all. 

In 1867 was published at Paris a work entitled 
“Poesi& populaires de la Kabyles,” by Colonel 
Hanoteau, with examples of Kabile music by 
Salvador. 

Belonging by birth to the “upper ten,” the favours 
of the Tuileries had been practically extended to 
him, for his album of “Chansons Arabes” had just 
been reissued by Richault, and were quite the rage 
of the salons. This collection comprising twelve 
songs is now published in a very artistic volume by 
Costallat et Cie, Paris. 

In June, 1867, at the suggestion of Prince 
Napoleon, Salvador gave concerts, “antique et 
orientale,” which w'ere highly praised by the press. 
These concerts were given on a grand scale at the 
Maison Pomp6ienne in the Champs Elysees. Here 
the orchestra, under Salvador’s baton, performed for 
the first time in Paris his “Fantaisies Arabes.” The 
success of these auditions led Salvador to establish 
a series of “Concerts for the People,” after the style 
of the. popular twenty-five centimes concerts of 1848. 
These concerts, which were given in a hall at the 
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bottom of the Rue St. Denis, revealed Salvador in a 
new role, 

Salvador, like Courbet, Rochefort, Reclus and 
Valles, was a true child of the rebellious sixties. 
Although brought up a Royalist and strict Catholic, 
Salvador had long ago thought himself out of the 
slough of conservatism in politics and religion, and 
had become a revolutionary socialist (“very red,” 
says Raoul Pugno) and an atheist In 1868-9 he 
became affiliated to the Socialist group in the sixth 
Arrondissement^ and found his friends in Rochefort, 
then editor of the famous “Lanterne,” Rogeard, the 
author of “Les Propos de Labienus,” Valles, who 
wrote that rebellious classic, “ Refractaires,” 
I'lourens, Arnould, Vermorel, Grousset, the very 
elite of revolutionary litterateurs, Andrew de Ter- 
nant says that it was Salvador’s intercourse with the 
revolutionary party that kept him out of a good 
position under government patronage. 

Plowever, Salvador had now quite settled down 
to regular literary work. As a musical critic he was 
engaged in contributing the usual causerie to jour- 
nals, revealing himself possessed of keen critical 
acumen. He also became sub-editor of a musical 
periodical Raoul Pugno ranks him highly as a 
critic, and both Pougin and Andrew de Ternant 
have praise for him, but as Pougin and Felix Cle- 
ment point out, Salvador was far too unorthodox a 
critic and too uncompromising in his views to suit 
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the mediocrity of brains which he had to address, 
and as John Stuart Mill once remarked, originality 
is the one thing which unoriginal minds cannot feel 
the use of, and they soon found no use for Salvador. 

“Salvador/’ says Daniel Bernard (“Figaro,” 
1871) “sincerely believed in a ‘music of the future’ 
which would be both social and democratic .... 
and while Courbet painted pictures under the in- 
spiration of Proudhon, Salvador was in search of 
an opera in the same style.” 

“True art impulse can only come from the people,” 
said Salvador, which was another way of putting 
the dictum of Wagner, that art was the result of a 
“common and collective need” of the folk. Thus 
it was revealed to Salvador how important was the 
relation of Art to Life, and the immediate necessity 
for the social revolution. 

Whether Salvador’s revolutionary art-views were 
the outcome of his revolutionary social-politico 
views, or vice versa, I am not going to argue. The 
real artistic mind is inherently anarchistic, and 
readily assimilates fresh forms of expression with 
fresh forms of thought I believe Salvador’s “re- 
volt,” or for that matter all revolt, proceeds from 
deeper physical causes. Revolt is constitutional, 
and the same organisms that prompted Salvador as 
a rebel to the politico form in society, accounted 
for him as a rebel to the harmonic form in music. 
As to this let any student take up his “Chan- 
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sons Arabes” and in particular ''IJAnge du 
Desert/' “Le Ramier" and “Le Chant de la Meule/' 
and he will see the aesthetic reflex of this revolt. 

In the national folk-song Salvador naturally 
divined a vital force in the realisation of la 
mttsique sociale, and led him to publish some 
brochures on the subject under the title of “ Lettres 
a Mile. Theresa, de rAlcazar.” This lady, a well- 
known singer at the salons and cafes coizcerts^ 
was his co-worker in the propaganda of la 
mtisique so dale. The first brochure (1867) had 
for a sub-title, “ Le Personnage Regnant," which was 
soon followed by another brochure entitled “La 
Complainte de TOgre/' both of which were printed 
in Algiers but published by Noiret, Paris. A third 
volume, “La F^te de la Saint-Jean/’ was proposed 
but did not appear. In his advertisement for these 
works, Salvador said: “The three letters collected 
into one volume, give the history of the chanson in 
its three usual forms: (i) The warlike chanson in 
‘Le Personnage Regnant'; (2) The religious chan- 
son in ‘La Complainte de FOgre'; (3) The chanson 
of love and labour in ‘La F6te de la Saint-Jean.' 
In the first the author chiefly studies the warlike 
chanson of the eighteenth and nineteenth century: 
in the second, the religious chanson is presented 
especially at its most active period, the Middle Ages 
and Renaissance: in the third, the author proposes 
to establish a parallel between the songs of an- 
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tiquity and the production of to-day m the same 
genre The three letters justifying the^ principal 
title of the work, ‘ A Propos de Chansons 

Bernard refers to these brochures as “very cun- 
ous,” Showing "speoial aplitodo, oven too spocsal 
since they were by no means success ai. c ^ 
Ernst in “Le Grande Encyclop6die, speaks of 
them with high praise. As to their success at any rate 
they do not find their way into the second-hand boo. 
stores, as 1 havebeen trying for years to obtain copies. 

In i86q, Salvador began contributing to ociv, 
fort’s journal, “La Marseillaise,” which so merci- 
lessly lashed the Empire. Here we find him as ar- 
dent as ever over la musique socialc and 
subjects, as the titles of his articles tell, “Lc Chants 
du Peuple,” “La Libertd dcs Theatres l.a 
Musique Sociale,” etc. From this date Salvadoi s 
purse began to lack the wherewithal. Indeed his 
friend, F61ix Cldment, the author of the “Dictiori- 
1 naire Lyrique,” says he was “very poor.” His pupils 
1 were few, and he seemed to gradually lose connec- 

I tion with the “respectable” journals for which he 

I worked, doubtless owing to his opinions. Indeed 
\ he began to think that the old road misere would 

I find him once again on its track. At last he found 

i it necessary to take up his violin as an orchestral 
I player, and was glad to accept, I believe, a seat in 
I the orchestra of the “ Folies Dramatiques.” 
j ,,**.** 
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Of Salvador’s personal appearance and character 
at this period, his friend, Edouard Vaillant, now the 
veteran socialist defute in France, writes me: “Sal- 
vador was of medium height, thin .... a fine 
figure .... of nervous, intelligent and sympathetic 
disposition.” Raoul Pugno, the famous pianist, 
another intimate friend, tells me he was “dark, 
short, and wore a beard, with quite an Ara- 
bian air.” Dupleix speaks of his “ large dark 
eyes and clearly-cut aristocratic features.” This 
latter is also noted by Bernard, who further refers 
to Salvador being “fond of argument, giving his 
opinions in a quiet, calm voice without heat” 
Arthur Pougin, the musical litterateur^ met Salvador 
several times at the “Societ6 des Compositeurs de 
Musique,” and at the rhmions' mtimes of a certain 
M. Go-uffe, where Salvador sometimes took the alto 
part in a quartet. Fie says that Salvador was a 
good musician, “finely endowed, from a point of 
view of intelligence .... devoted to art, in the dis- 
cussion of which he showed great enthusiasm.” 
Another friend, Wekerlin, the musical critic, speaks 
of him as “a distinguished violinist” and a “con- 
scientious musician.” Mendel also refers to him 
as a “talented musician.” Paul Delbrett, Sal- 
vador’s friend and secretary during the Commune, 
says he was “a most kind-hearted man, a water 
drinker and almost a vegetarian.” 

Salvador, on his return from Algiers, resided for 
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some time at .. Rue Villedo.- He Iheu moved to 
,3 Rue Jacob, neat the Rue Bonaparte »"'y =■/='' 
dLs (ai he was wont to remind his 1™^'^ 
the house where Lamennais lived m 1848 
issued “Le Peuple Constituant." One 
Salvador here, says: “He lived on he hr ftoor 
On his mantelpiece there stood together, by 
strange chance, a skull, a statue of the republic and 
a tambou, de Bas,ue. .... Instead of a piano by 
Pleyel or Bord, there was a clavecin of olden tunes, 
littered with papers and rare books concerning plam- 
song and German philosophy. In an alcove hung a 
laced coat and kefii^fis uniform as an officer m tie 
National Guard. H.F.),” etc. It appears that Sa va- 
dor had quite a collection of Arab stringed mstrii. 
ments, upon some of which he played with skill, 
but only to his most intimate friends. Gpon these 
instrumentst he would play his weird music o t e 
desert, someone invariably accompanying him upon 
the quaint old clavecin, to Salvador’s extreme 

delight. 

****** 

At the outbreak of the war with Germany (1870), 
the theatres and concerts in Paris closed one by one, 
and musical critics and musicians were denied their 

* A chaming letter from Salvador to Wekerlin given in 
the latter’s “Musiciana/^ is addressed from here. 

t Probably the re “ or hemendjah. 
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vocations. Salvador, little perturbed by this, still 
wielded his pen in the cause of the revolution, and 
joined Maretheux on the staff of a rebel journal 
called '' L^Homme,’' to which he contributed during 
the war and the Commune. In this he wrote a fine 
article on ^‘L’Art et les Artistes,** which is com- 
mented upon in a very ridiculous fashion in Firmin 
Maillarci*s “Hi.stoire des Journaux,*’ etc. He also 
collaborated in a Latin Quarter sheet, called, I be- 
lieve, the “Refractaire.** 

In the several armed agitations against the 
government, Salvador took part, and was prominent 
in both the insurrections of October, 1870, and Janu- 
ary, 1871, but, strange to say, escaped judiciary pro- 
ceedings, although in the former affair he received 
a wound in the arm which laid him low for a short 
time. 

On March 18, 1871, the revolutionary party seized 
upon governmental power and proclaimed the Com- 
mune in Paris, For two whole months it held the 
city against the regular army whose base was at Ver- 
sailles. The administration of Paris which, accord- 
ing to Frederick Harrison, “was never more effi- 
ciently carried on,^* was directed by nine “commis- 
sions,** one of which, the Commission for Education 
(specially connected with our subject), supervised 
the schools, colleges, museums, art galleries, theatres, 
etc., under the control of a “Delegate** named 
Edouard Vaillant, to whom we have already re- 
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ferred. All these institutions were maintained in 
their regular course as far as possible under the 
Commune, The Conservatoire de Musique, however, 
remained closed for some time. The fact was, the 
school had been in a state of disorganisation since 
the German siege, when it was used as a hospital 
On May 12 came the news of the death of Auber, 
the venerable director of the Conservatoire. This 
decided the Commission for Education and Fine 
Arts upon the reorganisation of the school, and im- 
mediately looked round for a director from amongst 
the adherents to the communal regime. The most 
eminent of these were: Flenry Litolff, the well- 
known composer and an old rebel of ^48 at Vienna, 
De Villebichot, a popular chef cVorchestre^ Raoul 
Pugno, now the famous pianist, Johann Selmer, 
a promising young Norwegian, and Salvador 
Daniel 

Both Litolff and De Villebichot were already con- 
nected with a group of r^volte musicians and actors 
known as the Federation Artistique, which was or- 
ganising fites for the Commune. Pugno and Sel- 
mer had been appointed to a commission for the or- 
ganisation of the Opera. This left Salvador, although 
his appointment had been practically decided upon 
weeks beforehand, and he was certainly the most 
fitted for the post, first, by virtue of his many years' 
experience in teaching, and secondly, he was de- 
voted heart and soul to the communal cause. Since 
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March 18, Salvador hjd not been idle. He was one 
of the foremost in his district in consolidating the 
revolution. Under the Commune he had been ap- 
pointed one of the administrative delegates to the 
sixth anondissementy zxid its delegate to the 
National Guard. He was also instrumental in urg- 
ing the Commune to organise the opera, theatres and 
concerts, with his friend, Albert Regnard, and was 
one of the delegates invited on May i to the 
meeting at the opera house, to discuss its opening. 
/\nd now at the recommendation of Vail! ant, “Dele- 
gate for Education,'' and Courbet, “Delegate for 
Fine Arts, he was nominated “Delegate to the 
Conservatoire de Musique." 

Salvador's appointment as director has never been 
officially recognised by the Conservatoire. When I 
applied to the secretary for information on the sub- 
ject, I was informed : “Salvador Daniel, n’ay ant pas 
excerce officiellemcnt, il n'existe aucime piece le con- 
cernant," Yet his appointment is logically as bona 
fide as that of his successor, Ambroise Thomas. 
Where is the difference in Salvador's appointment 
by a revolutionary socialist government and that of 
Thomas by a revolutionary republican government? 
By the criterion laid down by these people, one ought 


* Under the Commune all titles which savoured of the 
bourgeois monarchial r^ime were ignored. For instance, 
the “ Minister for Education was called the “ Delegate/' 
and the “Ministry" was known as the “Ex-Ministry." 
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really to ignore the appointments of the revolution 
of 1789, Avhich actiually established the Conserva- 
toire. Even Pierre, in his monumental '‘History of 
the Conservatoire,’* makes no mention of either Sal- 
vador or the Commune. Neither does the name of 
Salvador appear (strange to say) in “Lelivre Rouge 
de la Commune/’ by Heyli, which is supposed to 
contain all the appointments of the Commune. 

Salvador had many times criticised the Conserva- 
toire in his writings in the socialist press (see “ I.a 
Marseillaise,** February 22, 1870—- his article on the 
'‘Organisation du Conservatoire”), and now^ that the 
revolution had actually put the reins into his own 
hands, he was determined to remedy the abuses per- 
sonally and without loss of time. As soon as Sal- 
vador was notified of his appointment, he convoked 
all the professors and officials of the Conservatoire 
to a meeting there on May 1 3. It has been said that 
he threatened with dismissal all who did not 
respond. This is not true. The circular, as quoted 
verbatim by Wekerlin in his “Musiciana,” contains 
no intimation of this sort 

On May 13, at two o’clock, Salvador arrived at 
the school, but found only five professors, including 
a lady, had put in an appearance. This meagre at- 
tendance^ rather distressed Salvador, but he con- 

* I doubt if there were many professors in Paris at the 
time to resx)ond to the appeal. At any rate, according to 
Pougin, during the first siege only twenty-one out of forty- 
seven professors remained in the city. 
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I soled himself with the idea that probably the ab- 

I sence of so many was owing to the death of their 

i old and revered director, Auber. However, Sa va- 
dor addressed the few professors and officials who 
had gathered there, including R6ty, the secretary, 
and Wekerlin, the librarian, to impress them with 
the importance of their adherence to the Comnaune, 
if they desired to see the regeneration of the Con- 
servatoire and the fine arts in general Had not 
the Commune, which the world had called . bar- 
barians” and “vandals,” launched forth a mandate 
for the furtherance of art instruction in the primary 
schools? Had it not opened and restored the 
Louvre and other art galleries? Had it not soci- 
ally administered the great National Library? Had 
not the Commune organised musical and dramatic 
fe/cs on a grand scale, recalling the days of the 
great revolution? Had not the Grand Opera and 
the theatres been specially administered for? Had. 
not education in all its branches been favoured 
by the Commune beyond all expectation? If the 
Commune could ratify the great educational re- 
forms in the fine arts, asked for by the painters, 
sculptors, etc., would it not do the same for musi- 
cians and the Conservatoire ? This was why Sa - 
vador begged these professors and officials to give 

» him and the Commune their support. 

1 After a cordial leave-taking the assembly broke 

« up. Before leaving, however, Salvador questioned 
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ciples, would broaden the intellectual horizon of the 
students, instead of narrowing it under the prevail- 
ing one-teacher system. (In the communal reforms 
by Courbet and his associates in the fine arts a simi- 
lar idea prevailed.) 

, The meeting broke up about 4.30, when Wckerlin 
accompanied Salvador to the foyers and wished him 
good-bye, saying: “You are playing a dangerous 
game,’^ to which Salvador replied : “ I know I risk 
being shot, but I act according to my convictions/^ 
On May 20 the Commune issued a decree sup- 
pressing all state subvention to theatres, etc., and 
placed them under the administration of the “ Com- 
mission of Education,” which was to substitute a 
scheme of co-operation in the place of the existing 
system of capitalistic exploitation. Salvador was 
appointed the “delegate” to ensure these reforms, 
and a notice was published inviting the artists, or- 
chestra, choir, ballet and staff of the Opera, Opera 
Comique and Th^itre Lyrique, to meet the delegate 
at the Conservatoire de Musique on May 23. Alas I 
this very day, Salvador, chassepot in hand, was 
fighting at the barricades in defence of the Com- 
mune. But the story must be told in full 
The sands of the revolution were running low. 
Proletarian Paris, strong in its faith for the Com- 
mune could not see that the end was near. On 
Sunday, May 21, a monster fete was held at the 
Tuileries in aid of the wounded, widows and 


t 






1 


r 

? 


Memoir of Francesco Salvador-DanieL 33 




1 


orphans of the Commune. The massed bands of 
the National Guard, numbering fifteen hundred 
musicians, played under the baton of Delaporte. It 
was the last f&te of the Commune. Salvador, who 
was one of its promoters, was present At that very 
hour, almost within gunshot, the regular troops were 
silently entering Paris by an unguarded gate. Then 
came the cry: ‘^To arms,” all too late, for the in- 
vasion was complete. Barricades were thrown up, and 
at the sound of the tocsin the Commune hurried to 
the defence, eager to defy death in their causes 

Francesco Salvador-Daniel, director of the Con- 
servatoire de Musique, did not forget his duty to the 
social revolution, and he was one of the many thou- 
sand heroic souls who entered the valley of the 
shadow of death in the “bloody week” of May, 
1871. History! says — “he died in an engagement 
with the regular troops” (Riemann, “Dictionary of 
Music”), or that “he was killed in battle” (Baker, 
“Biographical Dictionary of Music”). That is the 
version of the so-called “friends of order” When 
the regular soldiery were killed in open fight, 
their journals shrieked “murder!” But when they 
themselves massacred men, women and children of 
the Commune they wrote it: “Died!” Salvador 
was one of these, and we shall see how he died. 

By May 22 the regular troops had invaded the 
quays on the left bank of the Seine and reached the 
Invalides. Here the Commune offered a strong resist- 

4 
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ance, but by the evening of May 23 were coivipcllecl 
to retire. Salvador took part in the defence of this | 
quarter and fought in the Rue TUniversite and con- | 
tiguous streets. At five o’clock on the morning of | 
May 24 seven Communards, apparently under Sal- | 
vador’s orders, were defending a barricade which | 
had been erected close by his house in the Rue Jacob. I 

This was maintained until mid-day when Salvador | 
and another retired into the former’s house, which | 
was barricaded I 

The inhabitants of the quarter, who were opposed ! 

to the Commune, no sooner found the regular troops I 

in their midst, than they denounced the ad- | 

herents of the Commune. In this way Sal- | 

vador was marked for vengeance. When the ^ 

troops entered the Rue Jacob, an officer and ten | 

men were seen approaching the house of Salvador. | 

Disdaining any attempt to escape, he called his | 

companion, and they immediately opened fire upon j 

the aggressors. The doors were forced and the | 

soldiers entered. Salvador, calmly smoking a | 

cigarette, and another were seized with rifles in their | 

hands. The officer, interrogating Salvador, said : | 

*‘You are Salvador, a member of the Commune $ 

You have three names— first, your own, you also | 
sign yourself Clement in the journals and Vaillant | 
at the Central Committee.” All this was sheer non- | 
sense. Salvador was never a member of the Com- | 
mune, and he did not write in the journals as Cle- f 
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ment/^ and Vaillant was quite another person. But 
it would have been of small avail to have argued 
with these blood-maddened soldiers. Since you 
are discovered,” continued the officer, do you know 
what is in store^ for you?” Salvador merely 
shrugged his shoulders in reply. “Follow me,” 
said M, le lieutenant^ and the party descended into 
the street, marching in silence towards the barricade, 
Salvador calmly blowing clouds of tobacco smoke 
into the air. The party halted and Salvador, 
slightly pale, turned to the officer and said : 
“All right, I understand.” Having adjusted his 
flowing silk cravat which had become disarranged, 
he turned and bravely (even defiantly, says Bern- 
ard) faced the platoon, and pointing to his neck, 
asked them to aim there. Two soldiers raised their 
rifles, and a volley rang out: Francesco Salvador- 
Daniel was dead. 

Three or four hours later his body was removed to 
the hospital of La Charite, and afterwards interred 
in one of the common graves. t 


An Italian divine once said : “ It has never been 

* Belion Membres de la Commune ’q says that Salvador 
wrote two or three brochures under the name of Clement. 

t The accounts of Salvador's arrest and death vary con- 
siderably. However, I have only accepted the above after 
careful study of the facts and advice from competent 
authority. 
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known for God to permit the Devil to torture a man 
who bore the name of Salvador.” How odd ! Sal- 
vador Daniel suffered torture all his life. As a 
youth, with noble aspirations he entered the arts, 
and at the threshold stood misere to greet him. As 
a young man with honour and position won in 
Algiers, life's sweetest cup was dashed from his 
lips — misere. At middle-age, heroically sacrificing 
wealth, position and finally his life's blood in the 
cause of the people, once again mishe. His body, 
scarcely cold, his assassins covered his name with 
the vilest infamies, and now posterity would even 
pass him by in silence. Mishey always misere, 

Henry George Farmer. 



PREFACE. 



^HERE is no need, I hope, for reasons for 
the appearance of the present work. It 
is the first book on Arab music pub- 
lished in the English language, and may 
therefore supply a long-felt want,'* as the advertising 
gentry say. The body of the bock is a translation 
from F. Salvador-DanieFs La Musique Arabe/’ With 
this work I have taken no liberties worth mention- 
ing. In one place I have omitted the words of a 
Kabile song, and elsewhere have omitted statements, 
which, owing to chronology, would have been mis- 
leading if inserted. Otherwise, SalvadoFs '"La 
Musique Arabe” remains (I hope) as he wrote it 
With the aim of making this work as complete as 
possible, the present writer has contributed an addi- 
tional section, "" Notes on Arab Music, where 
many items of importance in Salvador's work are 
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elaborated, the results and conclusions of various 
authorities introduced and discussed in the light of 
modern research, with numerous illustrations of in- 
struments and musical examples, amongst which will 
be found a complete Nouba, This section, to- 
gether with the “Bibliography/' will be of consider- 
able help to the student. In the “ Memoir of 
F. Salvador-Daniel/' the Paris Commune in its connec- 
tion with the Conservatoire of Music, figures rather 
largely. This was considered imperative, since this 
period has been ignored by the historian of the 
Conservatoire. 

Perhaps I ought to make it clear that these con- 
tributions, the “Notes on Arab Music/’ “Memoir of 
F. Salvador-Danier' and the “Bibliography," are 
original : that is to say, they do not appear in the 
French edition. 

My own “authorities” are quoted fully in my 
“Notes” and in the “Bibliography.” I would, how- 
ever, desire to express my indebtedness to M. Jules 
Rouanet, Officier d'lnstruction Publiqite^ Algiers, 
and M. Edmond Ya&I, Director of the Ecole dc 
Musique Arabe, Algiers, for personal information; 
and also to Messrs. Breitkopf and Hartel for several 
courtesies. 

My chief authorities for the memoir are Pougin’s 
biography in his supplement to F6tis’s “Biographic 
Universelle des Musicians,” his articles in “Le Men- 
estrel” (1871), and personal information from same 
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source ; Wekerlin’s Musiciana ’’ (i 877) and his article 
in ''Le Menestrer* (1871); MendeFs '' Musikalisches 
Goiiversations-Lexicon ; ClemenFs ‘^Histoire de la 
Musique”; Andrew de Ternant in ‘'The British 
Bandsman'* (^889), and numerous notes from the 
same writer, based on information from Paul Delbrett, 
Salvador's secretary and friend, and many other 
communards, including a nephew of Louis Blanc's; 
Daniel Bernard, in the “Figaro*' (1871) and several 
articles in the same journal; Delion's “Membres de 
la Commune” (1871), the bulletin of the “Societe 
des Compositeurs de Musique,” the “Annuaire de 
I'Algerie,” besides the many histories, journals, etc., 
of the Commune, and papers and journals concern*' 
ing Algeria. I have also received help from M. 
Edouard Vaillant, the veteran delegate for educa- 
tion under the Commune, now a deputy for Paris; 
M. Raoul Pugno, through the courtesy of Mr. Peaty, 
of Pleyel, Wolff, Lyon and Company; and M. Henri 
Dupleix. 


H. G. F. 
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I INSTRUMENTS OF THE ARAB. | 


Introduction. How to Appreciate Arab 


H IAVING lived in Algeria for many years, ^ 
/ and an artist in the real sense of the 
^ word, since the designation belongs to 
those who live on the product of an art, it seemed 
to me that I might employ my leisure in a way 
perhaps useful, and certainly interesting, by study- 
ing the music of the Arabs. 

Like everyone else, I at first recognised in it 
only a frightful medley, devoid of melody or 
measure- However, when I had become habituated 


The author resided in xtlgeria from 1853 to 1866 . — Ed. 
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to it, from a sort of education of the ear, a day 
came wlien I could distinguish somctliing resemb- 
ling a tune. I tried to set it down but without suc- 
cess. the tonality and the measure always evading 
me. I could distinguish many series of tones and 
semitones but it was impossible to assign to them a 
starting note or tonic. Then again when I directed 
my attention to the drums, which form the only 
accompaniment to the music of the Arabs, I certainly 
distinguished a kind of rhythm, but it seemed to me 
to have no relation to that of the tunc. 

Yet where I heard nothing but noise, the Arabs 
found a pleasing melody, in which they would often 
join their voices, and where I coifld distinguish no 
measure, I was compelled to admit of one by the 
dance. There was an interesting problem in this 
difference of sensations, and 1 tried to fathom it. 
For this purpose I became acquainted with native 
musicians, and I studied with them in order to suc- 
ceed in feeling the sensation which they experienced, 
but which did not affect me in the least. 

I now revel in Arab music. But it is not the 
pleasure of a difficulty surmounted that I seek, it is 
a desire to partidpate in joys w'hich the music of the 
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■' Arab procures for those who understand it. In fact, 
to be able to judge Arab music it is necessary to 
understand it, just as it is necessary to possess a 
language in order to be able to appreciate its real 

beauties. 

Now, Arab music is a music apart, resting on laws 
entirely different to those which govern our system, 
and one must become accustomed to their scales or 
rather, their modes, putting aside our Western 
ideas of tonality. Correctly speaking, we have two 
scales only, major and minor. The Arabs have 
fourteen scales or modes, in which the semitones are 
changed so as to form fourteen different modalities. 
The grouping of sounds is made by tones and semi- 
tones as with us, and I have never been able to dis- 
cover in Arab music, those third and quarter tones 

which others claim to find. 

All the musicians play in unison, and there is no 
other harmony than that of drums of various sizes, 
which I designate “rhythmic harmony.” 

It will be thought, no doubt, that with such simple 
means (a melody accompanied by drums) it should 
not be difficult to understand this music. One fact 
will explain what serious difficulties do arise. The 
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Arabs do not write their music, auo, 

they have no kind of theory, nothing which can 
aasiat teaearch.* Ml sing and play by rote, moat 
often without even knowing the mode of the tune 

they are perforraing.t 

I have endeavoured to reconstruct this lost theory. 
For this purpose I collected a considerable number 
of songs, always written from audition. In these I 
sought the explanation of the few rules which I had 
wn able to glean casually from the different musi- 


* See “ Notes on Arab Music/ 1. | 

the only moans by which musical works . 

V 0 f this art is lost in the | 
ot the ancient compositions. How j 
nly in the life of their composers P | 
tone, in what measure, in what || 
I was. The books have | 
-r even of the best and most cele- 'f 
To-day, no Arab, even a | 

of the ancient designations of the . 
frequently repeated terms m | 
ffl of music. I have not been | 
aan who knew what the great 
led to indicate by the musical , 
eoifying the genres of musmal 
ten names in his pages.— Da. 
riftTHiia I’Islamisme,” Chapter 


t The memory was 
were preserved. Thus, all the past 
East, and nothing remains 
many of them have lived o 
It is only known in what 
mode such and such a composition 
preserved just this lueiuory; 

brated compositions. Tc ' 

Arab, knows the meaning 
rhythms, or even the most 
what remains of the treatis 
able to find a single Mussul 
romaneero or the .Irdni wis 
terms which he quotes in S] 
compositions which he so o 
Pbubon, "Femmes Arabes 
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cians with whom I frequented. I traversed the three 
provinces of Algeria, both coast and inland. Tunis 
I visited, which is for Africa, from a musical point 
of view, what Italy is to Europe. From Tunis I 
journeyed to Alexandria, then to Spain, where I 
found in the popular song, traces of the Arab 
civilisation. Finally, with about four hundred 
songs in my possession, I returned to Algiers, where 
I endeavoured to arrange properly the data 
gathered in so many places, and to take up this 
study of Arab music on a positive basis. 

This study which I pursued at first out of mere 
pleasure and curiosity, eventually gave me a loftier 
aim. Comparing Arab music with plain-song,* I 
asked myself whether it would be a rash supposi- 
tion that this present-day music of the Arabs was 
the same as that which existed up to the thirteenth 
century, and if, with the information supplied by 
this music still existing in Africa, and studied on 
the spot, it would not be possible to reconstruct the 
music of the first centuries of the Christian era, and 


Notes. 
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thus, with the study of the present, fill the gap in the 
musical history of the past 

What, indeed, do we know of the state of music 
prior to the thirteenth century? Nothing, or next 
to nothing ! Here we have a considerable lacunae, 
which, if my supposition, just hazarded, is justified, 
can be filled. Besides, to go back in this way into 
the past, would have the advantage of placing us 
amid the right surroundings to appreciate a music, 
which, for us, is six or seven centuries behind the 
times. I shall therefore endeavour to show that the 
present in relation to the Arabs, corresponds to 
what music prior to the thirteenth century would be 
for us, and that Arab music to-day is no more than 
the song of the Troubadour and Minstrel.^ 

I must here warn the reader against the general 
tendency of people to judge everything by present 
standards. Indeed, if a thing departs ever so little 
from what is known and accepted, a mass of quite 
honest people cry out at once against the rash inno- 
vator, who often brings forward as a novelty, merely 
something many centuries old, but abandoned for 



* See Notes, 3. 
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unknown reasons. And yet, how many good things 
thus forgotten have been restored to the light and 
have contributed to the development of human 
knowledge ! 

It often happens, nevertheless, that on going back 
a little way into antiquity, one does not get a cor- 
rect notion of the changes, more or less important, 
which took place at certain periods. Yet on the 
faith of authorities, people make much of them 
without having a precise idea of their nature. Let 
me explain my meaning by an example taken from 
musical history. | 

Gui d' Arezzo is known as the inventor of the i 

names of the notes for which he took the first sylla- | 

ble of each of the verses of the hymn to St. John. | 

Now, previous to Gui d^ Arezzo, the Arabic letters | 

were used to name the sounds, so the change of | 

names cannot constitute a serious invention, and if | 

Gui d’ Arezzo had done nothing else he would cer- | 

tainly not have enjoyed the reputation which has | 
immortalised him. | 

It will be seen without difiiculty that this reputa- | 
tion based upon such a fact would have been nothing | 
short of usurped, since to name A what was called I 

,„5 .1 



Can one imagine the effect that would be pro- 
duced to-day by one of the songs written in har- 
mony by the musicians contemporary with Gui 
d’Arezzo or Jean de Muris? Or again, the impres- 
sion which our present-day music would have on 
those same musicians? Clearly the result would be 
the same in both cases. Is not the beautiful but a 
mere convention ? How is it that what was beauti- 
ful in the thirteenth century appears so ugly to us m 
the nineteenth? while our music will produce the 
same result on those very people to whom is attri- 


* See “ Notes: 
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buted the greatest progress. A word or two will 
decide this question. It is, “the habit of hearing.’* 
It is by virtue of a habit acquired, in some degree 
unknowingly, that . we admire to-day the musical 
works which we ^rejected yesterday. In music, the 
habit of hearing acts as a law, and through it, the 
exception of yesterday becomes the rule of to-day.* 

It is variety w^hich is specially sought after in 
music. Variety implies novelty, i.e., progress. Now 
all progress supposes in an art an equal progress in 
the sense affected by it, and therefore an extension 
in the usual round of knowledge acquired and sen- 
sations experienced. Let Jean de Muris and his 
contemporaries undergo the gradations of progress 
which has characterised music, and they will under- 
stand the melodic and harmonic beauties of our 
operas to-day. 

Let us try and reverse the process, and turn our 


* Be it clearly understood that I speak only of the new 
melodic fornuiia.s, the originality of which may at first strike, 
but which need to be known, for their charm to be appreci- 
ated, or of the harmonic stops a comimser uses long before 
the law governing them has been formulated. Apart from 
these two examples, there could be nothing but anarchy, 
and consequently confused noise in music, without laws. 
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attention to that descant which summed up the har- 
monic science of their day. Let us forget our ac- 
quired habits and we shall enjoy this improvised 
harmony which is but the infancy of the art. 

Apply this process to ancient music and see the 
result. That same Jean de Muris who, in his 
Speculum Musiem,” laid down the laws of the 
musical revolution, of which Gui cF Arezzo had 
been the first apostle, who was already protesting 
against the innovations of his contemporaries 
(Sic enim concordice confunduniur cum discordiis^ 
ut nullafemts una dis tin gnat ur ab dlia)^ would 
he not have smiled in pity to hear the unison 
of the Gregorian chant ? And would not St. 
Gregory have been quite right in saying to this proud 
canon: ‘‘You make all these melodies go side by 
side, I believe, but you have only one scale, whilst 
we have eight and we use them according to the 
different effects we desire to produce.’* And if a 
Greek philosopher had been able to hear this reply, 
he, in turn, would have spoken of the fourteen 
modes of his system, of the three genres — dia- 
tonic, chromatic and enharmonic, and of all those 
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things forgotten in our days, but which then made I 
the beauty and variety of music. I 

How could we judge the effects of this music? | 

The information that we have of it is obscure and I 

incomplete, and even admitting as exact a transla- | 

lion which Meybomius, Burette, etc, have given | 

us of some of their songs, we have the letter but not | 

the spirit. | 

I believed I had discovered in the music of the | 

Arabs that lost theory of the music of the ancients | 

— the extraordinary effects obtained by this music, | 

and therefore I had to extend the scope of my sub- | 

ject at first so restricted I determined, as far as | 

possible, to follow everywhere the traces of Moorish | 

civilisation. In this, no country better than Spain | 

(except Africa, which I had already traversed to a | 

great extent) could offer the traces of what the music | 

of the first centuries of our era was.^ | 

Spain has to-day the advantage of uniting still i 
vital in the present, the history of its glorious past. f 
Listen to that noise which is heard in the popular f 
quarters of Madrid. Two children go along the | 


^ See ^^Notes/^ 4 , 
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street singing, their voices alternating with the beat- 
ing of the drum. They are singing a villancko, a 
Christmas carol, impressed with all that sad and 
passionate character, peculiar to primitive songs. 
Was this the song which the Magi sang when they 
went to adore the infant Jesus? And why not? 
Have we not in the Roman liturgy chants of the 
j. same kind and which must have had the same ori- 

I gin? Have not those songs which Spain has been 

able to preserve, thanks perhaps to Arab domina- 
tion, a character distinct from those of our present- 
day music, and which seems to exclude every idea 
of harmony? ‘"Melope"’ for song and “rhyth- 
mope*' for the drum. 

Yet if we examine these songs from the point of 
I view of our present knowledge, their simplicity is no 
I doubt admired, but they are too simple to afford us 
^ resources of any value. If, on the contrary, we ex- 
amine them in relation to the period when they were 
esteemed the complete result of accepted musical 
culture, we ask ourselves if this was really the 
music which charmed our forefathers, and if 
Alfarabbi, Zaidan, Rabbi-Enoch and other great 
musicians who made illustrious the reigns of the 
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Caliphs, really followed the tradition which Augus- 
tine, Ambrose, Isidore of Seville had preserved of 
the Greek and Roman melopoeia. 

The distance which separates this music from our 
own is so great, and the bases which control each are 
so divergent, that they seem never to have had any 
connecting link, and the popular music lies buried 
in the chaos of the past, while harmony draws us 
into the whirl of delight to which it has accustomed 


’ ! 

I 


What then, was music before Gui d’ Arezzo? 
Melody. What has it been since? Harmony, Gui 
d' Arezzo did not invent, or rather change the names 
of the notes, but he reduced to a single scale all 
those which existed before by ba.sing the relations 
between the sounds on the law of harmonic reson- 


It will be understood how difficult it is to appreci- 
ate the character of the ancient songs made for the 
most part on the scales abandoned since the dis- 
covery of harmony. To search for these scales and 
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the character peculiar to each was primary object 
of my work; the second consisted in establishing the 
date of the birth of the harmonic principle, and the 
separation of the two systems, I could do no more 
than to touch upon this subject^ as I lacked at the 
time, the means of confirmation. But I believe I 
have traced out a path for others, who will thus be 
placed under more favourable conditions, to take up 
this work in indicating the direction followed in 
the abandonment of the different scales before 
arriving at the use of a single one. 

In conclusion, I recognise the wonderful effects 
obtained by the Arabs by their music, which are not 
without analogy to those which the ancients attri* 
buted to theirs. 

As to the results drawn from this study of Arab 
music, they appear to me to be so diverse that I will 
content myself with emphasising the one which 
springs from the fount of my labours. 

Much has been written about Arab music, but 
nearly always the judgments come from persons of 
little musical knowledge and whose opinions were 
founded upon a restricted number of hearings. 
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Under such conditions it was almost impossible not 
to be mistaken. If the opinion which I advance, is 
to have any value, it is not because I am a musician, 
as the term is understood in Europe, but because, 
mixing with Arab musicians, I take part in their con- 
certs, playing their songs with them, and finally, in 
consequence of a habit acquired after several years 
of work, I have arrived at a comprehension of their 
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Chapter 1. The Theory of Arab Music. 

jjLTHOUGH it is not my intention to 
write the history of the music of the 
Arabs, I am compelled by the very 



study of this subject, to seek, at least, the relation- 
ship of their musical system with that of the 
peoples, in contact with whom, it may have been 
modified in order to arrive at its present state.* 

This relationship is met with first of all in the 
instruments most commonly used : the Kouiira, com- 
monly known as the Tunisian guitar, the shape, to- 
gether with the name, recalling the Cithara of the 
Greeks ; and the Gosba or Djaomk, the most popu- 
lar instrument, which, in the hands of an Arab, 
recalls the flute player of antiquity, as much by the 
shape of the instrument as by the position and cos- 
tume of the player. 

These first indications permit of the belief that, 

■ * See Notes,’-’ 5. 
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if the Arabs already knew music at the period when 
Egypt was the cradle of the arts and sciences, their 
musical system must have developed more notably 
when Roman domination, with its civilisation, 
carried to them the music of Greece, which then em- 
bodied all that was known on the subject. 

But civilisation disappeared with the fall of the 
empire, and while in the West, the arts and sciences 
found an asylum in the cloister, Mahomet in the 
East forbade their study under severest penalties. 
The Arabs religiously observed the precepts of the 
law-giver until the reign of the Caliph Ali, who 
authorised the study of the sciences, and with them 
music and poetry. His successors encouraged the 
cultivation of literature still more, and soon the 
Arabs, then masters of a large portion of Greece, 
submitted as the Romans did before, to the law of 
the vanquished, in the study of the arts and sciences. 
They translated the most celebrated works of the 
Greeks, and among them, such as treated of inusic."^ 


* The basis of the system of composition and of song is the 
basis of the Greek system, and several of the Greek techni- 
cal terms are even preserved in Arabian transcription.— 
Perron, “Femmes Arabes depiiis ITslajnisme.^^ 
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Did the Arabs, like the Greeks, attach to the word 
‘Aiiusic’^ the same meaning as we give? It will 
suffice for us to recall the various definitions given 
by ancient authors to this science, to explain the 
nature of the revolution in music accomplished by 
the sect of Aristoxenians, which resulted in the iso- 
lation of practical music, and making a special 
science of it, where the ear was recognised as the 
only judge fitted to determine the relation of 
sounds. 

In a dialogue between Alcibiades and Socrates 
we find the following passage: 

Soc.— Which is the art that combines with the playing of 
instruments, the song and dance? 

Arc, — I cannot say. 

Soc. — Reflect on this subject. 

Arc, — Which are the divinities that preside over this art ? 
The Muses. 

Soc. — Exactly ; now examine what name is appropriate to 
the art in which they ail concur. 

Alc, — That of music. 

Soo.— It is so. 

.Hermes defines music as “the knowledge of the 
order of the things of nature." Pythagoras teaches 
that “everything in the universe is music." Plato 
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designates it “the general principle of human 
sciences,’’ and does not fear to add that no change 
can be made in music which is not one in the con- 
stitution of the State. “The gods,” he says, “have 
given it to men, not only for the delight of the ear, 
but furthermore to establish harmony in the facul- 
ties of the soul.” All these definitions sufficiently 
demonstrate that the ancients attached to the word 
“music” a meaning much wider than it has preserved 
with us. 

It was the art in which all the Muses combined. 
It was the principle from which could be deduced 
the relations uniting every science. Music being the 
result of order and regularity in sound and move- 
ment, was to be studied as the generic principle of 
the various sciences, so as to lead to the knowledge 
of the harmony of the things of nature, in which, all 
is movement and sound. 

The two words, music and harmony, expressed 
then one and the same thing. It was purely the- 
oretical and speculative music, giving the numerical 
reason of spaces, and the knowledge of the relation 
of sounds among themselves. The principle of the 
resonance of sounding bodies developed arithmetic 
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and geometry, and was afterwards applied to as- 
tronomy. Thus is explained the general definition 
of the “science of numbers” given to music.* 

When Plato wrote over his portico : “Depart from 
here thou who knowest not Harmony, he certainly 
did not speak of the successive order of sounds 
produced by voice or instrument, but rather the phy- 
sical and mathematical relations of these sounds 
among themselves. Such things belonged to the 
domain of physics, or rather acoustics, and not to 
music in the sense that we attach to the word. We 
find music with the same meaning allied to arith- 
metic, geometry and astronomy, in the liberal arts, 
which, under the designation of QUADRIVIUM, formed 
one of the principle branches of education in the 
universities dating from the ninth century. Such 


* Is it necessary to recall here the well-known story of 
Pythagoras’s hamniersP This philosopher, speaking of 
unity, defines it; “The principle of all truth.” The number 
two is called “equal”; i/iree is called “excellent,” because 
everything is divisible by it, and its power extends over uni- 
versal harmony; four has the same properties as number 
two; five combines that which was separated; six he calls 
^’harmony,” to which before him had already been given 
the qualification of “the world.” Quia mvndus at eiiam 
sunarius ex contrariis siepe visus constituse secundum, liar- 
mQtiiam, 
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was speculative music, which, among the ancients, 
brought the system of tetrachords applied to prac- 
tical music. This was the system of Pythagoras. 

In opposition to the physicist and theorist, must 
be placed Aristoxenes, the musician in the modern 
sense, who first separated the science from the art, 
and laid down the difference between theory and 
practice, effecting a lasting revolution in the music 
of the ancients. Let us make a slight examination 
of the essential points which prepared this revo- 
lution. 

History tells us that in the beginning of all 
peoples, the musician, poet, singer and legislator 
were combined in one person. Orpheus, Amphion, 
Simonides, and many others, dictate their laws in 
music, and we know from the Bible that the same 
thing occurred among the Hebrews. Bossuet, in his 
" Discours sur I’Histoire Universelle,” says that the 
laws were songs. What were these songs if not 
music in the sense that we attach to the word— 
“practical music,” against which Plato protested 
when imported into Greece by the Jews. 

It was in vain that Pythagoras formulated a 
rigorous system. It was in vain that the laws op- 
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posed any change in it. A division occurred among 
those who pinned their faith to mathematical pre- 
cision, and those with Aristoxenes, who were in the 
majority, admitting only to the judgment of the 
ear, and not requiring of the human senses a per- 
fectibility that was impossible. The secession soon 
became an accomplished fact. 

Practical music will again have to recourse to 
theory to develop its means of action, but this theory 
will have the ear for supreme arbiter, henceforth to 
be recognised as the final test as to what must be 
accepted or rejected. Let each take its path. Theory 
remaining the science of numbers, practice will be 
called upon to waken dormant sensations or give 
birth to new ones in the hearts of listeners. With 
the first will be accomplished the scientific dis- 
coveries which belong to universal harmony, whilst 
the latter will become the divine language of melody 
and song. 


ft 
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III. 

Let us note from the start a fact worthy of seri- 
ous attention, the constant participation of the Jews 
in the progress of musical art among the nations 
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of antiquity until the first centuries of Christianity. 
The Jews, like the Greeks, had drawn from the same 
source, and although the author of Genesis names 
Jubal, the son of Lamech, as the inventor of music 
— Jiibal fiiit pater canentmm cithard et organo — * 
while the pagans cite Mercury and Apollo, we must 
remember that Moses, the Hebrew kiw-giver, had 
been brought up in Egypt, where Pythagoras had 
studied. Besides, the relations established between 
the Jews and the Egyptians during the long cap- 
tivity of the former, must have brought into the 
arts and sciences, despite the differences in their 
religions, the same effects of assimilation seen later 
with the Jews and Christians, Greeks and Romans, 
Arabs and Spaniards. 

The musical principle, developed in the purely 
practical sense, was spread among all nations, at 
the dispersion of the Jews. In the time of Plato, a 
celebrated Jewish musician, Timothy of Miletus, was 
hissed at first, and then enthusiastically applauded. 
In Rome the Jewish musicians were placed in the 
first rank. It was from the Jews that later were 
borrowed the rabbinical notes found in ancient col- 
lections of plain-song. Finally, in Spain, during 
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the Arab domination, the Jews are mentioned among 
the most skilful musicians. All this is corrobor- 
ated by the musical reputation still enjoyed by the 
Jews of Africa, and this question we must bear in 
mind, which will help us in the special object of 
this study, the frequent opportunities to establish 
similarities. 


I have perhaps devoted too much time to this 
first musical revolution, called the dispute between 
the Pythagoreans and the Aristoxenians, However, 
I thought it necessary to dwell upon this point, so 
as to be free to examine from now, the purely prac- 
tical part of music. 

It would be easy to show a similarity between 
the Pythagorians and several learned men of these 
days who pass their lives, like the ancient philoso- 
phers, in studying speculative music. For them, 
music is still the science of numbers, and they study 
in it the order and arrangement of the things of 
nature. 

Let us confine ourselves to merely recording this 
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fact, and then return to those in a humbler position, 
and more disposed to accept the homage of the 
crowd, who know but the purely practical in music, 
the poets and singers, the last successors of the 
rhapsodists and the troubadours. They find in 
music naught else than a distraction or enjoyment, 
a happy mingling of song and verse, an art and 
not a science. Faithful disciples of Aristoxenes, 
their only judge is the ear, and all they ask of 
music is but to express the all-human feelings which 
stir them. A hymn to the divinity, an amorous 
plaint, a war-song, these are the expressions most 
usually expected of it, and without troubling about 
the laws of acoustics, which they do not know, they 
sing, accompanying themselves on their instruments, 
gathering round awhile, a numerous audience always 
delighted to listen. 
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Chapter H. The Character of Arab 
Music. 

iJISTEN to an Arab musician : the first im- 
pression will always be unfavourable.^ 
Yet a singer of merit will be talked 
about, and as the Arabs crowd to a fete, 
to hear a skilful musician, even if he be an Israelite, t 
you too will go, on hearing of his fame, in 
the hope of listening to agreeable music, and your 
European taste will assign no difference between the 
singing of the native artist and that of a Mozabite 
of the Moorish baths. It may be, however, that 
the latter will be, if not exactly pleasing, at least 
less disagreeable. Whence, then, this difference of 
sensation? In the first place, it is because of the 

^ See ‘'Notes/' 6. 

t The deep scorn of the Arabs for the Jews is well known. 
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singer's improvised variants, with which he adorns 
his melody; and also on account of the percussion 
instruments which accompany him, producing what 
I call "'rhythmic harmony,’^ where the strange com- 
binations and the discordant divisions seem designedly 
introduced against the melody. This is one of the 
most interesting parts of this music, and the most 
diifficult to grasp, and has made so many writers say 
that the Arabs have no idea of measure. Yet it is 
the one essential point in their music.^ 

The Arab singer will easily dispense with a sing- 
ing instrument, i.e., a violin or guitar, but the per- 
cussion instrument for beating time he must have. 
In default, .he makes one himself, his feet marking 
the accented beats on the floor, whilst his hands 
perform all sorts of rhythmic divisions possible on 
a piece of wood. He must have his rhythmic ac- 
companiment, his real and only harmony. 

It will be possible for the European, disregarding 
this mute accompaniment, to distinguish a melodic 
phrase, often tender or plaintive in accent, quite 
rhythmic in itself, and capable of being written in 


See ‘^Notes/^ 7 . 
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our scale and accompanied by our harmony, especi- 
ally if the singer has chosen one of those popular 
melodies which does not exceed four or five notes in 
range. But he will also have to notice the variants, 
since the beauty of the performance consist in the 
embellishments improvised by each musician on a 
given theme. 

This kind of improvisation is known to us under 
the name of the “gloss.’^ This, according to Aris- 
tides Quintilian, was introduced into Greece by 
Timothy of Miletus, the Jewish singer mentioned 
before. Let us add that even if this musician^s 
reputation was great, he had to contend against a 
lively opposition founded on the very fact that these 
embellishments added to the melody. It is to him 
that is traced the invention, or at least the perfect- 
ing of dithyrambic poetry upon which he placed 
his best musical embellishments. 

Gradually the ''gloss** extended its influence over 
all the rhythms, either because it was modified itself, 
or more probably because it had become a habit, a 
necessity. However, it is found in the music of 
every nation until, under the name of descant ( dis- 
cantus)y in the religious song of the tenth to thir- 
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teenth century, it led to the system upon which our 
present music is based, i.e., harmony. 


It was the '‘gloss” which formed the chief point 
of discussion between the Frankish and Italian can-- 
tors summoned by Charlemagne. These latter cor- 
rected the antiphoners and taught the Franks the 
Roman chant; “but as for the tremulous accented 
and abbreviated notes in the chant, the Franks could 
never render them well, producing trills rather than 
rolls, caused by the natural and barbarous coarse- 
ness of their throats.”’^ These trills, accents and 
abbreviations, which adorned the music of the time 
of the most pious King Charlemagne, were the same 
among the Arabs, who still have kept them.f 
This is the chief obstacle in our admiration for 


* , . . . except 0 quod tremulos vel vinnulas, sive collisi- 
bles vel seeabiles voces in cantu non poterant porfecte ex- 
primere Franci, naturali voce barbarica frangentes in gut- 
ture voces quam potius exprimentes. 

t I extract the following passage from Felix Mornand^s 
book, La Vie Arabe ” : These erotic verses were intoned to 
a melancholy air, which by its trills, its languishing intona- 
tions and the absence of all rhythm, recalls our plain-song. 
It was a kind of broken and plaintive tremolo^ alternating 
without any transition from forte to pkno, the rapid move- 
ment of which was little in harmony with the song. 
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Arab music, ^ yet it is easy to remove this obstacle, 
I heard the band of the Bey of Tunis at his princely 
residence of La Marsa. It comprises some twenty 
brass instruments, made in Europe, such as cornets, 
horns, trumpets, trombones, ophicleides, in fact, all 
that compose a military band. All these play in 
unison without any other accompaniment than the 
rhythm marked by a big drum and two side-drums. 
With these instruments the trills, accentuations, in 
a word, the '' gloss, become impossible, and there 
results to European ears a tune, for whilst preserv- 
ing its Oriental character, the notes, one from 
another, are easily discernible. 

In this connection I was able to notice a much 
more decided and general affection for Arab music 
in Tunis than in Algeria, and this, in the midst of 
a European population, in which the Italians were 
in the great majority. This affection is obtained 
in consequence of a more frequent contact with the 
natives. I assert this all the more readily, since I 
have proof of it in the encouragement I received 
in Algeria for this study of Arab music. Most of 
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this I owed to the heads of bureaux arabes, who, 
from the nature of their functions, and residing so 
many years among the natives, have, in part, as- 
similated their customs, character, I might almost 
say, their sensations. 

We must therefore admit a certain “ acquired 
habit,” a certain education of the ear,” to under- 
stand the meaning of an Arab melody (the band 
of the Bey of Tunis being only an exception, and 
an isolated one), the “gloss” reigning as supreme 
and absolute mistress over all singers and players 
from Tangier to Alexandria*' 

Let me add that the gathering together of a mili- 
tary band playing in unison, is sufficient evidence 
for the assertion that the Arabs are unacquainted 
with harmony.t 

For it is quite evident that if they had only the 
notion of two different sounds forming an agreeable 
combination, it could have been recognised nowhere 

* See Notes, ’’ 9. 

f Before Islamism, music was little eke than very- unpre- 
tentious psalming, varied and embroidered by the singer, 
male or female, according to the taste, emotion or effect 
desired. These variations, or rather these caprices, were 
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better than in the band of the Bey of Tunis, owing | 

to the fact of it being composed of European in- | 

struments. So I repeat, harmony, for the Arabs, ; 

only exists in the rhythmic accompaniment of per- ; 

cussion instruments. At Tunis, this will be per- | 

formed by the big drum and two side-drums which j 

complete the military band : elsewhere the stringed i 
or wind instruments will play in unison, while the 
Taar,Bend(ur^ or other percussion instrument peculiar j 
to the country, will beat the rhythmic accompani- i 
ment, the only harmony which they appreciate. 


prolonged interminably on a syllable, word or liemistych, in 
such a way that the singing of a cantilena of two or three 
verses might be prolonged for hours. Even to-day this same 
custom lasts. What traveller in Egypt has not heard the 
two words : ya leyly (^‘0 my Night sung without break 
for half an hour or more. The timbre of the voice, its 
mobility and vibrations, the feeling which made it sound or 
quaver, determined the merit of the singers. In these 
ancient concerts, of one voice or two voices in unison, live- 
liness, gaiety and amorous languor were the most potent and 
reliable resources; whilst the chief themes were wine and 
love. — Femmes Arabes avant Plslamisme,*^ Chapter 
XXXI. 

These words, ‘‘two voices in unison,” tell us that har- 
mony did not exist before Islamism. As to the valiants, 
they are probably to-day what they were then. 
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Imagine an Arab singer accompanied by a | 

stringed instrument. The melange of the song, s 

I 

played strictly on the instrument, and the variants | 

. ^ ■ " I ' 

improvised by the singer, will produce a confusion | 

which frequent auditions alone will be able to lessen t 

and finally disperse. If the accompanying instru- f 

ment is the Kouttra^ the song will be repeated in I 

the form of a riiornello after each couplet, with all | 

the embellishments peculiar to this instrument, such | 

as notes repeated a la mandolin, and a profuse use | 

of pizztcali, performed as grace notes by the left I 

hand. | , 

Judge the effect, when to the Koiiitra is joined I 
the Rehab, or the Kemendjah (a violin with four | 

strings tuned to a high pitch), and requiring a | 

like number of percussion instruments to balance | 

the strength of the rhythmic harmony with that of | 

the melody played in unison by the '‘singing in- | 

struments/'* It is now no longer mere popular | 

* I call ^‘singing instruments,’’ those other than the « 

drums, which play the song continually, and nothing but the | 

song in unison with the voices. | 
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melodies that will be heard, but a complete piece 
known by the name of Nouba.^ 

The Nottba consists of an introduction in the 
form of a recitative, followed by a primary theme 
of moderate tempo^ connected with a secondary 
theme more animated. Then comes a return to the 
first motive, sometimes in a different rhythm, but 
always more lively than the preceding, and finally 
a concluding allegro vivace^ falling to the last note 
in pedal point, which seems to recall the recitative 
of the introduction. Usually, the introduction has 
an accent of plaintive sadness, of sweet melancholy, 
perfectly in accord with the kind of interpretation 
imparted to it by the Arabs. With the singer we 
have a mixture of the ordinary voice with falsetto^ 
and the repetition of each phrase as a recitative on 
the lower strings of the Kemendfakzox^ the Rebab 
further increases this^ effect 

The singer's recitative is ptte^ed 'by a prelude 
performed by the singing institmieiits and intended 
to indicate the mode in which the song is to be sung. 
Has not this way of indicating the mode by means 


See “ Notes,” 10, 
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of a melody known all, fixed in advance, the same 
origin as the Nonnas of Greek music, in which 
it was forbidden to make any change, because they 
characterised each of those special modes. 

Among the Arabs this prelude is called 
Becheraf^ This prelude gives first the ascend- 
ing and descending scale of the mode in which one 
has to sing- Then it indicates the transitions by ® 
which it may pass from one mode to another, t 
whether by similar tetrachords belonging to dif- 
ferent modes, or by the extension above or below'*' 
the scale of the original mode by the characteristic 
notes of the '"gloss” Indeed, the ‘"gloss” is not, 
as might be imagined, entirely subject to the caprice 
of the performers. It is subordinate to rules from 
which no musician is permitted to deviate unless he 
wishes to have applied to him the proverb used 
formerly for singers as well as poets, who passed 
from one subject to another without transition, from 
one mode to another which had no relation to it : 
a Dario ad Phrygium. The “gloss” is, in a way, 
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* See 11. | 

t The mode indicated by the Bicheraf corresponds to our | 

diatonic scales and does not exclude accidental changes. | 
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indicated in the prelude, by describing circles/* as 
the Arabs say. This ■ expression conveys the mean- 
ing that it is necessary to ascend or descend in the 
developments to the scale, by irregular steps, but 
they must, however, belong to the same tetrachord. 
Thus, instead of D, E, F, G, may be performed D, 
F, E, G, and so on, either ascending or descending.^ 
The Becheraf also indicates the characteristic 
notes of the mode to which one must usually keep, 
and those only to be used with moderation. Such 
is, in its entirety, this prelude required by all Arab 
concerts.t These divisions, although having a cer- 
tain relation with those of the Greek melope {LyfsiSy 
Mixi and Petieya) have not, however, all the de- 


I * This expression, “to describe circles/’ has made some J 

I people think that the Arabs used these figures to write and * 

I explain their music. The late M. Cotelle, dragoman at the | 

I French Consulate at Tangier, a learned orientalist and dis- | 

f tinguished musician, showed me in 1856 the translation of an f 

I Arabic MS. containing an ancient treatise on music, which | 

I contained figures in the form of a circle. Indeed the Arabs $ 

I formerly used circles divided to parts, to indicate the poetic | 

I rather than the musical rhythm, upon which different songs | 

I could be composed. The use of these circles might be com- * 

I pared to that of the measures indicated in our vaudevilles | 

I for singing couplets to a well-known air. (See “ Notes/’ 12.) | 

I t See “Notes/’ 13. I 
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velopments given to the subject represented by each 
of these three words. We shall be content with 
noting this relation without laying further stress 
in order to continue our observations on the melody 
intoned immediately after the Beckeraf. 


III. 

The song begins : the last note of the recitative 
prolonged on the violin, serves as a cue for the per- 
cussion instruments and as a starting point for 
the melody. Whatever the mode is to which it 
belongs, the singer will drawl his voice ascending or 
descending, from the last note of the recitative until 
the first verse of the song. The first couplet will be 
a simple song of slight range. The melody will 
appear easy to catch, making allowance for the 
singer’s guttural accent and the rhythmic combina- 
tions beaten upon the instruments of percussion. 
But already the violin has made its ritornello add- 
ing to the melody its own particular embellishments, 
while the guitar continues the theme without any 
variation. Then the singer, taking up the second 
couplet, commences to adorn his endings and 
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cadences with a series of small notes encroaching 
beyond the given scale, both above and below. As 
the theme develops the singer grows animated. 
Soon, to the small notes are added fragments of the 
drawled scale, without apparent regularity, and 
yet without change in the measure, since whilst the 
song is played and sung, but always in unison, the 
percussion instruments uniformly mark the rhythm 
begun in the first couplet of the song. 

IV. 

At the outset two facts become evident : first, the 
absence of the leading note, and secondly, the con- 
stant repetition of one or two fundamental sounds 
on which the melodic idea is founded. The ab- 
sence of the leading note will prove to us that the 
system of the Arabs rests upon principles entirely 
different from ours; a melody without the note char- 
acteristic of the key, our ears would be unable to 
suppose. Now, the characteristic notes of an Arab 
melody will occur at the third or fourth degree of 
the scale, the last being always^ considered as the 
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starting note, or tonic Arab songs being made up | 
of a large number of couplets, separated by an in- | 
strumental ritornello, it becomes easy to locate the I 


1 


starting note. 

Starting from this principle, we will find a scale 
the first note of which will be taken from somewhere 
among the seven that we use, but preserving intact 
the position of the semitones. Take, for example, 
D as our tonic, we have the following scale : D, E, 
F, G, A, B, C, D, and according to the different 
starting notes, the key, or rather, the mode, will be 
changed, but the position of the semitones will 
always remain fixed and invariable, from E to F, 
and B to C. With our harmonic system, on the 
contrary, the semitones are displaced, according to 
the starting point, to be found from the 
third to fourth, and seventh and eighth degree of 
the scale. Such is the most usual composition of 
Arab scales, imitated of those Grecian modes and 
the plain-song. 

At this point, we can formulate the character of 
the Arab melody in the following manner: “A 
melody of which the starting note taken from the 
seven notes of the scale, does not, in consequence of 
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I the absence of the leading note, disf>lace the semi- 
tones/* And now, resting upon this principle, we 
can write the Arab songs, and submitting them 
a closer examination, we shall recognise that these 
fundamental notes are found generally in the third 
and fourth degrees, according to the starting 
which determines the tonality, and that these notes 
fulfil the functions of the two semitones of our musi- 
cal system. 

V. ■ 

My view is thus widely divergent from those 
claim to find third and quarter tones in 
This opinion, which I assert to be utterly 
is due, no doubt, to the use of the drawled 
of which I spoke earlier.’^ The use of these scales is 
one of the most usual means of ornamentation, es 
pecially by singers and violinists, and I 
without regret that this is what has the 
for me in Arab music. On the contrary, nothing 
can be more delicately ornate than the ever-vary- 
ing terminations, either by the upper or lower notes 




I 88 


Music of the Arab. 






added to the song, or by the several small notes 
used at various intervals, but always in the key of 
the song, to reach the note on which the melodic 
idea falls. These terminations, for which the Arabs 
have quite a special talent, are some of the prettiest 
things imaginable. 

The suppression or addition of a note, sometimes 
the mere interposition, suffices to impart a fresh 
melodic idea, another accent, yet quite in accord 
with the entire subject, and one which prepares in 
a novel and graceful manner, the return to the fun- 
damental note. 

As the number of couplets increase, so the variants 
increase (their new and diverse form doing away 
with the monotony which would necessarily result 
from the constant repetition of the same phrase), 
until two or three repetitions of the principal end- 
ing, made in the form of a reply by the violin, serves 
as a connecting link for the second motive. If the 
violin is in the hands of a skilful musician, he will 
essay, in these replies, a descant on the lower strings 
(generally the fourth), thus preparing the change that 
will be made in the tonality. The same kind of 
performance with the variants is then repeated 
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gradually, in returning to the first motive, this time 
executed in a different rhythm. 

It will now be understood how utterly impossible 
it is to appreciate at first hearing this music, which 
is so little in accord with our sensations, and why 
we have laid down this theory of the habit of 
hearing” or the ''education of the ear” as the in- 
dispensable condition for appreciating at its true 
value a music so different from ours. 









Chapter III. The Diatonic Modes of 
of the Arabs. 

I. 

JS each note of the scale can serve as a 
starting note for one of the scales in 
the music of the Arabs, they will there- 
fore have seven different scales or modes. 
Yet if a native musician be questioned on this subject, 
he will reply without hesitation tHat their musical sys- 
tem contains fourteen* Ask him to enumerate them and 
he will succeed in naming twelve only, I have long 
and vainly sought to learn of the other two, and 
certainly have been unable to trace their existence 
in the analysis I made of the songs written by me 
at the dictation of Arab musicians. I have there- 
fore been compelled to limit my enumeration to the 
twelve modes whose names have been given to me, 

and whose different qualities are admirably adapted 
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to the special character of each song. But before 
naming these, and in order to avoid repetitions, it 
is useful here to take an historical survey, which 


will assist us in our estimate. 

11 . 

•At the period of the invasion of the barbarians, 
the arts and sciences found a refuge in Christen- 
dom. The new religfbn had borrowed from the 
Hebrews their psalms, and from the Gentiles their 
songs. But the abuse arising from the admission of 
instruments into the religious chants, and the use 
of modes which were inimical to the theatrical re- 
presentations of the Romans, called for a severe re- 
form. This was undertaken by St. Augustine at 
Hippo and by St. Ambrose at Milan. Both made a 
choice from among the songs esteemed worthy of 
being sung in the temples, and this choice was 
directed chiefly to those belonging to the most 
ancient modes of the Greeks. 

Later on, St. Gregory continued this work of re- 
form, necessitated by a fresh invasion of the modes 
alteady prohibited, and which the Heresiarchs de- 


r 

i 

m. 

I 

m 

. . 

I 

} 






I 

I 

I 

I 

I 

i 

I 

I 


Tke Diatonic Modes of the Arabs, 


95 




f 


sired to introduce into the religious chant. But at 
the same time that he reformed and regulated this 
chant, which has preserved his name, St. Gregory 
augmented the number of modes, or rather, he | 

authorised their use in the two ways formerly em- | 

ployed among the Greeks, i.e., in the two proper- ^ 

tions, arithmetical ” and '‘harmonic.”* Each of I 

, ■ I 

the tonalities laid down by the first reformers thus | 

■"■'i 

became the starting note for two different modes. | 

Finally, these modes were divided into “authentic” I 

and “plagal,” or superior and inferior, each one | 
having its own starting note, on one of the seven | 
notes of the scale. I 

In all these reforms the principle of the two semi- | 

tones placed invariably from E to F and B to C | 

had been respected, and it seemed that it was always | 

to be so. But owing to the introduction of the I 

harmonic system, the ear became familiar with the f 

■: $ ■ ■ 

displacement of semitones subordinated to the | 

change of the tonic, and as the principles of the | 

old system still obtained, there resulted from the | 

* The octave is divided arithmetical^’ when the fourth | 
is below and the fifth above. In the “harmonic” division | 
it is the opposite. f 
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struggle between them, a song which resembles 
nothing, belonging to no period, and admits of our 
harmony only on condition of changing its melody, 
so that musicians do not accept it as music, and I 
doubt whether St. Gregory himself would be able 
to recognise it, if he came amongst us now. 

Will this study come to the assistance of those 
who wish to lead plain-song back to the path from 
which it should never have strayed ? It is in a little 
way, with this object, that I now give you the dif- 
ferent modes of the Arabs, against the Greek modes 
and the tones of plain-song, which correspond with 
them; being happy if I can thus add my stone to 
the work of restoration, which is to be recommended 
in every way. 

III. 

Let us examine, first of all, the four princi- 
pal modes, those most used, (i) The Irak mode, 
corresponding to “Dorian” mode of the Greeks and 
the “First Tone” of the plain-song, having D for its 
base. 

It. is serious and grave ; suitable for singing of 
war and religion. Nearly all the chants of the 
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Hanefi. rite are in this mode. An example of it will 
be found in that species of religious song the first 
words of which are “Allah ya rabbi sidi.’’ This 
song contains a melodic expression which would not 
be disowned by a modern composer.^ 

(2) The Mezmoum mode, corresponding to the 
“Lydian” mode of the Greeks, and the “Third 
Tone” of plain-song, having E for its base. 

It is sad, pathetic, effeminate, and leads to in- 
dolence.t Plato banished the Lydian mode from 
the republic. The dance known in Constantine 
by the name of CHABATI, a slow and volup- 
tuous dance, the movements of which are mainly 
contortions of the body, is in this mode. To this 
mode also are sung nearly all the love-songs, among 
which I may mention that well-known one begin- 
ning “Mada djeridj.” We should also note the 
song made by the women of Bou-Sada in honour of 
the bureau arabe entitled “El-biro ya mleh.” In 
plain-song the “Third Tone” has preserved the same 

* See ‘‘Notes,’’ 16. 

t I found this mode almost constantly in Spanish popular 
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character, but its use is becoming rarer from day to 
day. It is still used in some dioceses for the 
litanies of the Virgin Mary."*" 

(3) The Edzeil mode, corresponding to the 
"Phrygian” mode of the Greeks, and the "Fifth 
Tone” of plain-song, having F for its base. 

Glowing, proud, impetuous, terrible, this mode is 
suited to stir one to warlike combat Its use is 
almost exclusively restricted to instruments of mar- 
tial music.t " Timotheus aroused the fury of Alex- 
ander by the Phrygian mode, and soothed it by the 
Lydian mode” (Rousseau). It is found chiefly 
among the warlike tribes of Algeria. The Kabiles 
employ it frequently, and this explains their almost 
sole use of wind instruments. 

Let us mention more particularly the danse des 
Zouaoua^ the character of which corresponds well 



* See ^^Notes/^ 17. 1 

. . I 

t To this mode is attributed the term, Diabolus in | 

musica, which really belongs to the Asbein mode. This f 

latter was not used in the Gregorian chant. The harshness | 

of the Edzeil mode, arising from the tritone which forms its I 

base (F, G, A, B), has led to the wrongful assigning to it a I 

character which is applicable only to the Asbein mode, as is I 

proved by the legend which I quote in Chapter VI. | 

J 




The Diatonic Modes of the Arabs, 


with the idea that one has of this valiant tribe, which 
has given its name to the Zouaves. 

The song which the Kabiles made about Marshall 
Bugeaud has the same proud and savage mark, 
which is even found in some love songs, such as 
‘*Sidi Aiche” Indeed, it appears that this was the 
only mode whose use suited a people which had 
always boasted of being free, and which only sub- 
mitted to French rule after many campaigns.^ 

(4) The Djorka mode, corresponding to the 
“iEolian” mode of the Greeks (some authors call it 
the Grave Lydian), and the “Seventh Tone” of 
plain-song, having G for its base. 

This mode is grave and serious. It seems to sum 
up the qualities of two of the preceding modes 
{Irak and Edzeil\ from which it is sometimes diffi- 
cult to distinguish. In the plain-song the “Fifth 
T one ” is continually being confused with the Seventh 
as regards the relationship of the intervals. Rous- 
seau, speaking of its origin, says that its name came 
from .Eolia, a country of Asia Minor, where it was 
first used. It was from the iEoIian mode that 


1 


See ** Notes/’ 18. 
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Burette translated into notes the “Hymn to Nemesis.” 
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This mode is found everywhere in Arab music, in 
which it expresses the most varying feelings. Severe 
in the military marches of the Tunisian band (which 
one might conjecture were based on our harmonic 
system, but for the absence of the leading note), sad 
with him who sings '"Ya leslam ha hedabi,’' tender 
and plaintive in the “Amaroua’’ of Tizi-Ouzou and 
in the song of “ Beni-Abbes,*' while in Constantine 
it accompanies the voluptuous dance of the Chabati 

I as he sings ‘‘Amokra oulidi/’ It can also impart a 

0 

« simple grace to the ''Guifsaria'^ of the Kabiles, and 

I . 

\ its influence will also extend to the chant of the 

I 

® Mueddin, which summons the faithful to prayer. 

I It would be vain to attempt to give you an idea 
I of the delight which Arabs find in this mode, or 

I 

I to enumerate the songs with their different charac- 
I ters. A musical Proteus, the Djorka mode can as- 
i sume all forms, and take all aspects. I cannot make 
? it better appreciated than by pointing out its use in 
I plain-song for all solemn festivals."^ 

I 
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S * See ‘‘Notes/’ 19. 
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* See “Notes,” 19 . 
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The four modes which follow, bear to the other l 

■ ■ '.■, i ■■ 

modes a resemblance due as much to the reproduc- 
tion of the tetrachords as to the arithmetical . divi- 
sion-on w^hich they are based/ They comprise the 
four lower tones of plain-song. Here they are in 
the same order as the preceding. 

(5) The rScim mode, corresponding to the 
“Hyper-Dorian’’ mode of the Greeks, and the 
“Second Tone” of plain-song, having A for its 
base. 

This mode sometimes effects the religious solem- 
nity of the Irak mode, as in the Tunisian “Gam- 
mara,” or in the plaintive song beginning “Ami 
sebbah el ahbab.” The Kabiles also sing the song 
of Sebastopol, which they call “ Stamboul,” to 
this mode. In spite of its title, this song has 
nothing warlike in it, hence the mode used. It is 
the lament of a young warrior, whose sweetheart pre- 
vents him from going to defend the standard of the 
Prophet. The frequent use of this mode among the 
Moors and Arabs has led to it being affirmed that 
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nearly all their songs are m the minor Key. it wouxu 
indeed be the same as our minor scale if there were 
a leading note, but the Arab song obstinately brings 
in the G natural with the VSatn mode.t 

(6) The Sdika mode, corresponding to the 
"Hyper-Lydian” mode of the Greeks, and the 
“Fourth Tone” of plain-song, having B for its base. 

Its use is very rare and its character is also ill- 
defined. It is often confused with the Mezmount 
mode from which it is derived.^ 

( 7 ) The Meia mode, corresponding to the "Hyper- 
Phrygian” mode of the Greeks and to the Sixth 
Tone” of plain-song, having C for its base. 

According to Plutarch, this mode is of a kind to 
temper the vehemence of the "Phrygian.” Indeed, 
although it partakes of the nature of the Edzeil 
mode, of which it sometimes has the ferocity, it pre- 
serves a character of grandeur and majesty even 
among the Kabiles, who use it in several of their 
popular songs, “El ou mouima ou lascar (sung by 


NotOS; 


“ Notes, 
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the women to encourage the warriors in the fight) 
and the song of " Beni-Mansour.” In plain-song 
the “Fifth” and “Sixth Tone” seem now to form 
only one* 

It would be interesting to find out by what steps 
these scales have been gradually abandoned, used 
as they were in profane as in sacred music, to pre- 
serve only the scales of the “First” and “Sixth 
Tone” of plain-song. 

From this point of view it would be useful to 
study more especially the music of the Spaniards, 
not of the fifteenth and sixteenth centuries, as has 
already been done, but the popular songs. In these, 
where the Arab character, stamped upon them by 
seven centuries of domination, is easily seen, as in 
the “Canas Jacaras,” etc., the transition from the 
ancient to the modern principle. It is the germ of 
the musical revolution which gave birth to harmony, 
of which Gui d’ Arezzo was the first apostle. 

In speaking of instruments in the following chap- 
ter, I will attempt to give a few indications on this 

subject. 

• See “Notes,” 23. 
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(8) The Rdsd-Edzeil mode, corresponding to the 
“ Hyper-MixO“Lydian ’’ mode of the Greeks, and the 
“Eighth Tone’' of plain-song, having D (octave) for 
its base. 

This mode presents a peculiar melajtge or sum- 
ming up of the others, especially the Edzeily to 
which it imparts a lugubrious tinge. It is said to 
be suitable for sublime or divine meditations. The 
songs written in this mode are only to be distin- 
guished from the first mode (Irak) by the termina- 
tions and by details which would take too long to 
enter into here.* 

Such are, in all, the first eight modes of Arab 
music, each of which is based upon one of the seven 
notes of the scale with displacement of the semi- 
tones. 


T 


I 

I 

I 

* 

I 

I 

m 

I 

I 

I 

<0 

I 

ii# 

I 

s 

I 

I 

I 

m 

■a; 

I 

m 

I 

' * 

I 

« 

I 

* 

I 


See Notes/' 24. 









^ '.m' 

i 

I 

i 

* 

i 

I 

« 

I 

i 


Chapter IV. 
I. 



SHALL seek to explain how the ancient 
musical principle, based on the system 
of tetr-achords passed to hexachords 
before reaching that of the octave, 


which now governs it. In this direction, the 


examination of the various instruments in use 


among the Arabs will considerably help us, 


since we shall find in some the classification 
of the sounds reduced to one single tetrachord, 
and in others developed to a range of three octaves 


and three notes, which must have been the extreme 
limit of appreciable sounds produced by such im- 
perfect instruments. 

Whatever hesitation one may have in admitting a 



I musical system governed by the tetrachord or even 
I the hexachord, we shall have to acknowledge its ex- 
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istence in the three-holed flute, giving only four 
notes, a tetrachord; in the guitar tuned by fourths, 
then by fourths and sixths; and finally in the Rebab, 
that primitive violin, which in the ordinary position 
has a range of six notes only, a hexachord. 

On the other hand, if we admit the Arab influence 
in Europe; particularly from the eighth to the four- 
teenth century, which cannot be doubted in the case 
of literature in the South of France, in Spain and 
in Italy, we may be allowed to believe that this in- 
fluence must have been^exerted on music also, which 
with poetry formed the essential part of la Gaye- 
science of the troubadours and minstrels. 

In our opinion, this is the important aspect of this 
study, seeing that from it may be deduced curious 
and interesting information of a period almost un- 
known in musical history. 


II 

''Drums and flutes of the rudest kind are found 
in the most thinly populated isles, and it could be 
shown by innumerable examples that music is abso- 
lutely the same among all barbaric races.” Thus 
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does Fetis express himself in his translation of 
Stafford s “ Flistory of Music/' 

A flute and a drum comprise the popular orches- 
tra of the Arabs, the instruments being generally, if 
not of the rudest kind, at any rate certainly primi- 
tive, A reed pierced with three holes forms a flute 
called the Gosba. A dried skin stretched over a 
wooden ring like the tambourine, and there you 
have the Tarr.^ Sometimes this drum takes a square 
form, mainly among the wandering tribes of the 
Sahara. It is then called the Dof, Let us add to 
these two instruments, a singer, and we have Arab 
music as it is generally heard. 

The three-holed flute gives four notes including 
the one without the help of the fingers (i.e., the open 
note). It is the ^'singing instrument,” whose duty 
is to sustain the voice by playing . constantly the 
theme of the song. In the ritorneUi between each 
couplet, the variants consist of a kind of trill, imi- 
tating tremolo. Then in the repetition of the song 
it plays higher tones, produced by the pressure of 
the lips upon the end of the reed, and finally in the 



* See Notes/’ 25. 
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mingling of these two different pitches of sound. | 
This Gosba is nearly the same size as our concert | 

flute. Here let us remark that the change from the | 

low to the high notes is not an octave, but a fifth, | 
just as with the fife of the Provengal bateleurs, or | 
the Mie h bee of certain provinces of Spain. Yet | 

the melody played or sung never exceeds the range | 

of the tetrachord, except in the embellishments of | 

which I have spoken. | 

The accompaniment is made by the drum, whose | 
constant even rhythm regulates that of the song, at | 
the same time its muffled sound seems to provide a | 
sort of thorough-bass. We see in the Bible that at | 

the crossing of the Red Sea, Moses and the Children s 

of Israel sang a hymn of thanksgiving, and Miriam | 

the prophetess, Aaron’s sister, took a tambourine, a | 

and danced, followed by all the women.* The 5 

square-shaped Tof of the Hebrews, or the Dof of the | 

Arabs, still exists in Spain, where it plays the same » 

* The singer who first acquired great renown, after the | 

foundation of Islamism, was one called Towais, of Medina, | 

and slave of Othman (Osman), son of Affan* Arwa eman 
cipated Towais. It was he who invented the Pof.- 
‘‘Femmes Arabes depuis rislamisme,’’ Chapter XXI. 
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part under the name of Aduf,^ There, as in Africa, 
it marks the rhythm of the old popular songs, which 
are within the range of four notes. 


Ill 

Speaking of the Tof of the Hebrews, it will doubt- 
less be objected, the harp of David and the four 
thousand singers of Solomon. Let us see what this 
harp was, and this will lead us direct to the exam- 
ination of the musical systemf of the ancients at its 
highest development as regards the number of ap- 
preciable sounds possessed by their instruments. 

If we were to imagine David's harp as resembling 
the one used by us at present, it would be a strange 
idea. One fact, however, leads to the belief that 
this instrument was of considerable size. Seventy- 
five strings are spoken of. And such an instrument 
is still in use among the Arabs, chiefly in Tunis and 
Alexandria. Among the Hebrews it was called the 
KtnnoTy whikt its name with the Arabs is Kanoun or 

* See ^^Notes/' 27. 


t Be it clearly understood that I mean by system, the 
total of classified sounds at this period, from the lowest to 
the highest. 
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Ganoun * The Greekshad a similar insirumenL uamcu 
Kymira. This harp is placed upon the knees of 
the player, and, in spite of its seventy-hve strings, 
it is scarcely larger or heavier than a guitar. The 
longest strings are a little less than a yard in length, 
and are stretched horizontally on a harmonic box 
of maple wood covered with a dried skin like a 
drum. This harmonic box has the shape of an 
acute triangle. The strings are plucked by means 
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in the rapid passages and in the scales, but the four 
fingers are only used for performing certain re- 
peated notes, a species of embellishment of which I 
have spoken in reference to the Kouitra. The Kanoun 
plays the same part as the Kouitra in Arab concerts. 

As for the seventy-five strings, they are so tuned 
that each three consecutive strings are in unison. 
This reduces to twenty-five the number of sounds 
forming the range of the system based upon the 
tetrachord. Again, it happens that the extreme 
notes are rarely used. The range of the Kanoun is 
then only three octaves, comprising sixty-six strings, 
by the omission of the three highest notes. 

The mode of tuning is in conformity with the 
first tone of plain-song. The lowest string gives 
D, and the sounds succeed one another in natural 
order — D, E, F, G, A, B, C, D, etc/ With sixty-six 
strings the range is three octaves, from D to D. 
With seventy-five strings, it is three octaves and 
three notes, from D to G, the extreme limit of appre- 
ciable notes on such imperfect instruments. 


^ See'** Notes/’ 29. 


9 


1 1 14 Music of the Arab. 




i 

f 


IV. 

Let us return to the tetrachord. The most an- 
cient popular songs, as we have said, are within the 
compass of the four notes of the three-holed flute. 
The tetrachord itself is all-sufficient, and it is only 
in a few embellishments that a fifth note is heard 
in a rapid glide. 

How did the system of sounds extend to three 
octaves, which we know to be the range of the 
Kanoun ? In the case of the lyre, the addition of a 
string above or below is easily explained. In the 
flute, on the contrary, there is no transition between 
the use of the three-holed instrument, forming the 
tetrachord, and that of the six-holed one, affording 
the union of two conjoint tetrachords. 

On this subject, the only information I have been 
able to gather is a legend. A certain Mohammed 
was one of the most celebrated musicians in Con- 
stantine. He was summoned to all the fetes, from 
which he invariably returned laden with presents. 
Yet Mohammed was sad. Alas ! his son, who had 
given promise of inheriting his talent and renown, 
had died shortly after his marriage, and the old 
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musician never ceased to implore the Prophet to per- 
mit him to live long enough to transmit his musical 
knowledge to his grandson, the last of his race. 

The boy, who was named Ahmed, showed early a 
pronounced taste for music. Soon the old man, 
having made a small flute, suited to the tiny hands 
of the child, was able to take him to the fetes, where 
everyone congratulated Mohammed on his grand- 
son’s precocious talent, and assured him that the 
latter would attain his own excellence. One day 
when the boy had remained at home, Mohammed 
was much astonished on his return, to hear music 
which seemed to be produced by two instruments. 
Thinking that some strange musician had come to 
see him, he quickened his pace, but on entering the 
courtyard, he only saw his grandson, who not 
having heard him approach went on playing the 
flute, and producing by himself this entirely new 
combination of sounds. 

The child by inserting the end of his little flute 
in that of his grandfather’s had obtained a range of 
sounds, until then, unknown. When questioned by 
Mohammed about his discovery, the child replied 
simply that he wished his voice to follow his grand- 
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father’s. Indeed, the notes of the little flute did 
follow those of the large one, or to be more explicit, 
almost completed the octave, of which the large flute 
gave simply the first tones, the lowest. 

The marabouts, asked to give a pronouncement of 

this extraordinary fact, concluded that the Prophet 

had wished to indicate that the boy would continue 
his grandfather’s reputation and even surpass it. 
This is why this new flute was called the Djaouak, 

i.e, “that which follows/* 

According to this legend, we shall consider the 
flute of six holes, and therefore the seven notes, as 
dating from the Mussulman era. The Djaouak m 
use to-day, more especially among the Moors, has 
seven holes and gives a complete octave. It is 
seldom, however, that the songs played on this in- 
strument exceed the range of six or seven notes, and 
the octave is hardly ever used except in embellish- 
ments. A Gosha, a large flute with five or six holes, 
and so giving at least a hexachord is also met with 
sometimes* 

Let us recall in this connection that the Greeks 


See Notes,” 26. 
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had flutes of different kinds for the different modes, 
and that the writers often mention the three-holed 
flute. The double flute, being a combination of two 
flutes, belonging to the Dorian, Ionian or Phrygian 
modes, would thus have been the first step in the 
discovery of the hexachord, brought about by the 
simultaneous use of two modes, which although 
different, were yet closely related. Now by com- 
bining the extreme notes of these two flutes, a range 
of six notes or a hexachord was not exceeded. The 
Dorian flute gave D, E, F, G ; the Ionian gave E, F, 
G, A ; and the Phrygian gave F, G, A, B. The com- 
plete range was thus from D to B. Have we not 
already here a precedent for the hexachord system 
of Gui d’ Arezzo. 


V. 




To complete our enumeration of the wind instru- 
ments, let us mention the Raiita or Raica, a kind of 
musette with seven holes and a bell-shaped end. 
This more perfect instrument (seeing that it com- 
prises the octave) is known in Spain as the Gaiia. 
Among the Arabs it is generally used for war-songs, 
and the mode suitable to it is called by the ancient 
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authors faika or Sdika^ names which are still given 
to it in certain parts of Africa, a fact which may 
cause con fusion, t 

The rhythmic accompaniment to the Raita is 
played by pairs of kettledrums of various sizes, 
beaten with two sticks. Thty zxt cdXlcd Atabal.X In 
the martial music of the Arabs, ^ there is also a large 
drum named the Atambor.l It is played with an 
animaFs bone. The number of percussion instru- 
ments in use by the Arabs is so considerable, that it 
would be impossible for me to name them all. I 
shall confine myself to mentioning, as being more 
in common use, the Derbouka^ and the Benda'ir.^^ 
This latter is a modification of the Tarr. 


* 8cCika is the name of the sixth mode with B for its base. 
A few varieties of these different kinds of instruments, such 
as the Mela, Vsaxn, etc., also take their names from the 
mode peculiar to them. 

t See Notes/' 30. 

T See “Notes," 31. 
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Among the stringed instruments figures the violin, 
known by the name of the Ke^nendjah. It is pro- 
vided with four strings and tuned by fifths like our 
European instrument. The only difference lies in 
the manner of playing it. The musician being seated 
holds his instrument with his left hand, resting the 
lower part of the sounding board on his knee. The 
bow, held in the right band passes over the strings 
like that of our violoncello, but the position of the 
hand is inverted, the wrist being below the bow and 
the finger-tips turned upwards. I attribute to this 
position of the hand a certain pressure on the string 
which is quite peculiar to the native artists. The 
bowing is always in the same line, but a manipula- 
tion of the left hand makes the violin turn so as to 
bring the string in use under the bow. 

A primitive violin, the Rebab {Rebeb or Rebec) 
plays an important part in Arab music. It has a convex 
box like the mandoline. The top of the instrument 
which is slender, serves as a handle. A copper 
plate covers its surface and forms the fingerboard. 

The lower part is covered with a skin, and on it 
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rests a piece of reed cut lengthwise to serve as a 
bridge. Two strings, as large as those of our 
double-bass and tuned in fifths, are set in vibra- 
tion with the aid of a small iron bow bent to an 
arch. The Rebab is played like the Kemendjah. 
To facilitate the shift, the head of the which 

is bent in the opposite direction to that of the violin, 
is supported on the player’s shoulder.* 

VII. 

I still have to mention the Kouitra,^ called the 
Tunisian guitar. This is the instrument known to 
the Greeks as the Cithara, which has retained the 
original shape of the lyre. 

It is well known, that according to the history of 
mythological times, it was Mercury, or Orpheus as 
some say, who invented the lyre by causing the 
nerves of a tortoise dried in the sun, to vibrate at 
his touch. Now the Greeks retained in the Cithara 
this concave shape of the tortoise’s shell. They 

* See “ Notes,” 36. 
t See “Notes,” 37. 
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transmitted it to the Romans, among whom the | 
name Lira was generic to all stringed instruments, | 
as that of Tibia was to all wind instruments. The | 
Cithara remained an instrument different from others ^ 

I 

of the species, although it retained more than the others | 

the primitive shape found in the Kouitra of the Arabs. | 

The Kouitra has eight strings, there being two to $ 
each note; so it really only gives four notes. It is | 

played by means of a quill held in the right hand, I 

while the fingers of the left do the same as with our | 
guitar. The finger-board has no frets. | 

The method of tuning can only come from the | 
Greeks, for we find in it two disconnected tetra- | 

chords, giving the octave as extreme notes, and | 

separated by an interval of a tone thus : f 

D— a A— D. I 

Does not this guitar which, like the Kanoun, | 

seems to reveal the existence of the harmonic ele- I 

■ ■ 

ment, exclude all idea of it, when we see a quill | 
which can only strike one string. | 

According to Diodorus, Mercury’s lyre had only | 
three strings, no doubt the three connected tetra- | 
chords : D — G — C. Boethius, however, speaks of | 
Mercury’s tetrachord as the four notes mentioned | 
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above, whilst Nicomaeus attributes it to Pythagoras. 
The fact remains that, among the ancients, the 
tetrachord played the same part as the octave 
amongst us. We have the proof of this in the com- 
plete independence of each tetrachord, in the exist- 
ence of the three-holed flute giving only four notes, 
and in the four syllables used for' sol-fa. These 
latter, according to Quintillian were te^ ta^ the and 
thoy and were repeated for each tetrachord, as we 
repeat seven of them for each octave. 

The Tunisians, who, like the Algerians, have no 
musical alphabet, still use the same syllables to-day 
in teaching the Kouitraf^ 


A fact which must excite general astonishment is 
that the Greeks, who possessed such a wide ac* 
quaintance with, and taste for the arts, did not 
divine the properties of the octave in this very com- 
bination of two disconnected tetrachords. The 
reason for this is perhaps found in the large number 


Notes. 
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of signs they used for representing the notes in each 
of the fifteen modes of which Alypius speaks. 
According to this author, the number of signs repre- 
sented by letters of the alphabet taken in different 
positions, amounted to more than six hundred.^ 

The Romans greatly diminished these number of 
signs. However, we come to Boethius and find 
fifteen letters in use only. Henceforth the tetra- 
chords can more easily be compared, and St. 
Gregory, considering that the relations between the 
notes are the same for each octave, further reduces 
these signs to the first seven letters of the alpha- 
bet, which he repeats in various forms in different 
octaves, t 

At this period a new factor and one of great 
importance presented itself. I mean the simultane- 


( 

I 


j 

I 


I * Mamoun, during the first twenty months of his reign, 

i did not hear a letter, i.e., a note of music, nor a word of 

I song. — Femmes Arabes depuis Chapter 

I 

I t Before this event, a preliminary reform had been at- 
f tempted by St. Augustine and St. Ambrose. The former 

I had heard hymns sung in Alexandria, whose simplicity 
struck him so much, because it gave greater pleasure to the 
Africans that the countless ornamental hymns used in other 
dioceses. At Alexandria the W’ords were in Greek. It was 


1 




from the East also, that St. Ambrose brought to Milan, 
what is called the Ambrosian chant. 

At the same time, the modifications of these two re- 
formers, effected only the form of the melodies, especially 
the embellishments and made no change in the basis of the 
system. The same kind of reform had been introduced into 
Spain by St, Isidore of Seville. 
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ous sounds, due, no doubt, to the introduction of 
the organ into the temples; Some authors mention 
St Damas as the inventor of the organ, v^hilst others 
say it came from the east However, Boethius is the 
first to speak of consonances of thirds and sixths 
applied to the melody, vague attempts at the future 
counterpoint, of which descant is the first mani- 
festation, and from which later was to spring the 
harmony of Palestrina. The chords of the third 
and sixth, improvised on a given melody, were 
thus a preliminary step towards harmony. But 
before the law of this new science was formulated, 
what mistakes, what groping in the dark. 

That same Boethius who drew up in the fourth 
century a treatise on music, after the style of the 
ancients, seduced, no doubt, by the charm of simul- 
taneous sounds, endeavoured to introduce them into 
his tetrachords, but without result. 


I 

t 
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In the midst of the general upheaval, caused as s 

much by heresies, as by barbarian invasions, the | 

heretics used this discovery as a weapon to increase ; 

■ ■ ■ f : 

the number of their adherents. It was then that St | 
Gregory himself and the councils, forbade the use | 
of instruments in churches. However, the idea of | 
harmony now existed, and it was to germinate in | 
the very bosom of Christianity by means of the | 
descant and organ. The new religion which had t 
imbibed from paganism the principles of its religi- | 
ous song, adopted as its instrument the flute of ^ 

Pan. But its reeds were no longer to resonate to the t 

breath of an individual, but by means of a key- I 
board and a bellows. s 

Little by little the chords of thirds and sixths | 

crept in, side by side with progressions of the fourth | 

and fifth, deduced from the system of tetrachords. | 

The two systems were now face to face with each | 

other, and they contested their ground fiercely until | 

the time of Gui d^ Arezzo, who, developing the idea | 

of St. Gregory, established the relations of the hexa- | 

chords, and laid the bases of a new scale allowing | 

of the use of simultaneous sounds. $ 

I 
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One would have a strange notion oi uui a 
reform, if we assign to him merely the invention of 
the names of the notes taken from the hymn to St. 
John. His real discovery, one which led to the har- 
monic formula, consisted of the establishment of the 
relations of the hexachords, of the mutations and of 
the flat. Where St. Gregory had seen two similar 
tetrachords giving as extreme notes the octave, 
Q Q _ Gui d’ Arezzo, proceeding by the ap- 

plication of harmonic consonances, recognised two 
similar thirds, separated by a semitone and giving as 
extreme notes the sixth, the hexachord ; C— D-E = 
F— G— A. Then, applying to his discovery the 
two progressions, arithmetic , and harmonic, which 
consisted in inverting the position of two tetra- 
chords* he placed at the top the third which had 
been at the bottom in the first hexachord. There 
resulted a second hexachord with a different start- 
ing point, but entirely similar to the first as regards 


• We have recognised its use by St. Gregory in his reform 
of the religious song. 


Arab Musical Instruments. 


127 


the relation of the notes to one another. This 
second hexachord was indeed, composed, like the 
first, of two similar thirds, separated by a semitone . 
G_A— B = C— D— E. 

Following this method of procedure, he took the 
second third of the first hexachord to form the 
basis of a new hexachord, and, by means of the fiat 
placed on the first note of the second third, com- 
pleted the three fundamental hexachords of his 
system. Finally applying this, in a range of 
fifteen notes only, he formulated the harmonic law, 
comprising ; 

I. Two hexachords beginning with 
“ hard hexachords.” 

II. Two hexachords beginning with 
“ natural hexachords.” 

III. One hexachord beginning with F, called the 
“soft hexachord.” 


G called 


C called 
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This system was applicable to the whole range of 
perceptible sounds produced by those instruments, 
the most complete of which, as we already know, 
embraced three octaves and three notes. The series 
of the five tetrachords could be reproduced both 
high and low, under the same conditions (see table 
on previous page). 

The Hymn to St. John explains perfectly the 
meaning of this discovery, since, although it is 
written in the first tone of plain-song, it includes 
the six notes of the first natural hexachord, which is 
the starting point of Gui d’ Arezzo’s system. Each 
verse begins with a different note, following the 
ascending order of the degr^s of the scale. 

XJt queant laxis 
i?£sonare fibris 
Mira gestorum 
Famuli tuorum 
Solve, polluti 
Tabii reatum 
Sancte Joannes. 

As for the mutations to facilitate the transition 


# 
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from one hexachord to another^ it is only necessary 
to look at this table with a little attention, to be 
convinced that their purpose was to bring the sing- 
ing of all melodies to one and the same scale, com- 
prising a range of six notes. 

No doubt, there was still a lacuna here, which was 
not bridged until later by the discovery of the lead- 
ing note, but it remains none the less evident that 
the law of harmony was formulated by Gui 
d^ Arezzo. 

As for the tetrachord system, just enough of it 
was retained as could be in accordance with the new 
principles, and the guitar, modifying its mode of 
tuning, formed with the two systems an anomalous 
combination which it has preserved.t The excep- 

* The mutation consists in the change of the name of a 
note but not the sound. Thus 0-fa of the first hard hexa- 
chord becomes C-ut in the first natural hexachord, although 
the sound does not change. 

t The notes of the strings of the guitar were represented 
by the letters : A, D, G, 0, B, A. The creation of a fixed 
diapason has changed them, but without in the least modi- 
fying its mode of tuning, as the strings of the guitar are 
now tuned, E, A, D, G, B, E, 
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tional nature of this mode of tuning — three tetra- 
chords surmounted by a hexachord cut at its 
base by a third, seems to be the result of the 
fusion of the two systems of St. Gregory and Gui 
d’ Arezzo. 











Chapter V. The Rhythm of Arab Music. 

|USIC, considered in its simplest state- 
rhythmical sound, absolutely requires a 
measure. Now Arab musicians play- 
ing in unison, i.e., producing together the 
same sound, the same musical phrase, must of neces- 
sity sing and play in time. Does this measure suffi- 
ciently resembles ours, for us to be able to feel its influ- 
ence immediately, or shall we once more find a differ- 
ence in this, as we have recognised as existing between 
our harmonic system and the Arab melodic system. 

I have already mentioned the “rhythmic har- 
mony” of the band of the Bey of Tunis, and that, 
more simple, produced by the Arab percussion in- 
struments. This, alone would suffice to show the ex- 
istence of the same dissimilarity. Yet, measure is 
as rigorous in Arab music as in our own. It regu- 
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lates the movements of the dance. It follows the 
slow or lively pace of the melody, which can- 
not proceed without it, since it is an essential part. 
The rhythmical division is produced in a regular 
manner, which is unalterable throughout the accom- 
paniment of a song. But this division, probably 
subordinated in principle to the poetic rhythm, has 
led to what are for us, strange combinations, the 
regularity of which does not strike us at first. 

What was the poetic rhythm of the ancients ? The 
mingling of long and short syllables. From the 
very beginning this rhythm was evidently applied 
to music among the nations to whom the words to 
say ” and to sing '' meant the same thing. 

From music to the dance, the transition was easy, 
and as the song was not sufficiently noisy to mark 
the dancer's movements, this function became the 
part of the percussion instruments, whose tones were 
never drowned, even by the most enthusiastic shouts 
and plaudits which would accompany the dance.^ 

* There was a time-beater called the homphaios, chorypl 
or podociupos^ on account of the noise he made with his feet. 
He wore sandals of wood or iron, and this allowed him to 
use at the same time a stringed instrument with his hands 
and a percussion instrument with his feet. The Romans 
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Just as poetry varied its accents, so the dance 
varied its movements, and the application of each 
new rhythm had to be done at the same time for 
poetry as for dancing. When, in consequence of 
these variants, so displeasing to Plato, the song had 
gradually freed itself from the shackles of poetry, 
the percussion instruments alone remained respon- 
sible for maintaining the rhythm, the Cithara, as 
Plutarch tells us, producing the same note as the 
voice. Although the song was freed from poetry it 
still had need of a regulator. The guitar could not 
perform this office, as it slavishly followed the song, 
and therefore to the drum came the task of regula- 
ting the movement of the melody. 

In place of the dactyl and Am spondee there was a 
rhythm of two equal feet, figured by two long, or a 
long and two short notes, and in place of the iambus 
and trochee^ there was a rhythm in which the two feet 
were in the proportion of two to one, either two and 
one long note or two and one short note^ or vice versa. 


added to the sandals for time-beating, shells and bones of 
animals. These were played with the hands, henee the name 
of rmnductoT for the time-beater, 
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Was it due to the influence of the satiric authors 
that with the more frequent use of the iambus, this 
rhythm was almost constantly applied to the dance 
with the name of temfus ferfectum, whilst the 
rhythm of two equal feet {dactyl or spondee^ was 
called tempus imperfectum? What I can testify, is 
the existence of this identical fact among the Arabs. 
For them the three time rhythm or rather triple 
time, has much more charm, although the duple time 
is also met with. 

The rhythm marked by the drums is generally 
subject to the song, as the tempus per fee turn or 
tempus imperfeettm, but sometimes it seems to 
break away from it altogether. The spirit of inde- 
pendence which had brought about the separation of 
music and poetry, was shown in the instruments of 
percussion, and so it often happens that the song is 
accompanied by a rhythm which appears entirely 
opposed to that necessitated by the melody. Here, 
again, the habit of hearing can alone make us dis- 
tinguish divisions in which the time of the former 
is to the latter in the proportion of three to two.* 


This is the rhythm used by -^he Basques in Spain. ^ 



* See “Notes,” 40. 
t See “Notes,” 48. 

I There is a little of this rhythmic milange in the 
“ Seqnidillo ” of the Spaniards. 

§ “Ibrahiiq el-Mansely,” says Perron, “was the first 
who, with baton in hand, marked and indicated the cadence 
and musical measure.” This Ibrahim was a musician at 
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rhythmic divisions being always very well regulated 
to the volume of the instrument. 

It is this rhythmic harmony which constitutes the 
second element of Arab music. A self-respecting 
instrumentalist, no more plays without his drum 
accompaniment than a European artist sings with- 
out the piano. In such a case, and certainly in every 
small orchestra, the diversity of timbres of the 
drum, in itself produces this accompaniment.^ 

Such is the function of the drums which mark the 
measure in Arab music, the character of which I will 
formulate as follows: '‘An accompanying rhythm, 
nearly always independent of the melody, the rela- 
tion of which to the melody is fixed from the begin- 
ning of each measure.^- 

Melody and rhythm are thus the constituent ele- 
ments of Arab music, t corresponding as regards 
arrangement, to the two elements of Greek music, 
melopoeia and rhythmopoeia. 


the court of Haroun-el-Kaschid, At the present day the 
chief musician of an Arab orchestra plays the principal in- 
strument, the Kemendjah or Baita, 

* See Notes, » 7. 
t See ** Nairn, 41. 








* See '‘Notes/^ 42, 
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Sometimes, when listening to an Arab song, tears | 
will be seen to flow from the eyes of everyone. This | 
nearly always happens with the song of Salah Bey. i 
Here is the story of the song. Salah was Bey of | 

Constantine. He was summoned to the Dey of | 

Algiers under some pretext, who had him beheaded t 

in order to remove him and to seize his fortune. | 

The song comprises two parts. The first refers to | 

the farewell of Salah Bey to his family, the en- | 

treaties of his relatives to make him stay his | 

imirnpv. his arrival at Algiers and his death. The . 
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words: ''The Bey is dead,” repeated and uttered in 
such a lugubrious tone that it makes one shudder. 
The first words of this song are: '^Galou el- Arab 
galouP 


Let me quote as a final example the legend of the 
celebrated Arab musician, Alfarabbi. 

Alfarabbi had learnt music in Spain in those 
schools founded by the Caliphs of Cordova, which 
were in a flourishing condition at the end of the 
ninth century. The fame of the celebrated musi- 
cian, says an Arab author, had spread as far as Asia, 
and the sultan Fekr ed-doula, desiring to hear him, 
sent messengers several times bearing rich presents 
and instructions to induce him to visit his court 
Alfarabbi fearing he would not be allowed to return 
to his native land, long resisted these offers, but 
finally yielding to the Sultan’s entreaties and prodi- 
gality, he determined to pay his visit incognito. 

On arriving at the palace of Fekr ed-doula, he 

made his appearance in such a tattered costume 

.that he would have been refused admission had he 

not said he was a strange musician who wished to 

II 
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gain a hearing. The slaves whose duty it was to 
introduce poets and musicians, then led him into t e 
Sultan’s presence, as it happened to be the hour w en 
Fekr ed-doula held his daily concert. 

Alfarabbi’s shabby dress was not of a kind to 
gain him much notice; however, he was asked to play 

and sing. Scarcely had he begun, when all the 

court were seised with a fit of laughter which even 
the Sultan’s presence could not check. Alfarabbi 
then changed the mode and immediately sadness 
succeeded the joy. Such was the effect of this, that 
tears, sighs and groans took the place of the noise 
of laughter. Suddenly the singer once again 
altered his melody and rhythm, which evoked in 
his audience such a fury of madness, that they 
would have hurled themselves upon him, if a new 
change of mode had not appeased them, and while 
they were thus plunged in a deep slumber, Alfarabbi 
had time to get out of the palace, and even out of 
the town before anyone could attempt to follow. 

The Arab author adds that, when the Sultan and , 

his court awakened they could only attribute such | 
extraordinary effects of the music they had heard to 
Alfarabbi. 
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IV. 


Let us apply these effects to the modes we already 
know. Joy will be caused by the Vsdin mode, fury 
by the EdzeiL But what about sadness, slumber, 
and also the dance which causes it to be said, that 
the women are possessed of devils? These effects 
belong to the modts—Rummel-meta^ Dsdin’-sebah 
and Asbein, which seem to be the last remains of 
those chromatic modes to which the Greeks attached 
such extraordinary characteristics.^' 

(1) The Rummel-meia mode, derived from the 
simply Meiay borrows from it the first tetrachord, 
but modifies the second, by raising the first note a 
semitone, giving D sharp in a scale with G for its 
starting note.t 

(2) The V sdin-sebah^ derived from the Vsdin 
mode, corresponds entirely to our minor scale with 
G sharp.? 

(3) The Z eidan derived from dhc Irak 


* The first eight modes referred to in Chapter IIX, formed 
the diatonic modes, which proceeded by two tones and a 
semitone for each tetrachord. 


t See Notes,” 43. 
X See » Notes” 44, 
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mode, borrows from this its second tetrachord, but 
modifies the first by raising the second note a semi- 
tone, thus producing G sharp in a scale which has D 
for its starting note.^ 

(4) The Asbein mode, derived from the Ueztmwn 
or Lydian mode (that sad mode conducing to in- 
dolence, which Plato banished from his republic) 
borrows from this its second tetrachord, modifying 
the first by producing G sharp in a mode that has 
D for a starting notef 

It is the Asbein mode (often confused in Algiers 
with the Zeiian\ that makes the demon-possessed 
women dance in spite of themselves. It was this 
Asbein mode which really deserved the qualification, 
Diabolus in musicUy applied later to the EdzeH 
mode. Here is the Arab legend on the subject. 

When the devil was driven from Paradise, his first 
thought was to tempt man. To succeed well, he 
made use of music and taught the celestial songs 
which were the privilege of the elect. But in order 
to punish him, God took from him this knowledge, 

^ See Notes, 45, 
t See “Notes/^ 46. 
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and thus he was only able to teach men this single 
mode with such extraordinary effects. 

The impression which this mode produces on the 
Arabs is such that at Tunis I have seen a musician 
of great reputation, who formerly was employed by 
the Bey^s former minister, Ben Aied, I have seen 
him, I say, fall into quite an ecstasy when playing 
on his Kemendjah those diabolical songs in the 
Asbein mode. To meet the objection that this 
effect is due to religious enthusiasm, I add that this 
musician is a Jew, and his name is Sahagou Sfoz. 
At the time I heard him in 1857, he was playing in 
a street cafe. He was the only native violinist I 
ever saw shift on his instrument* 


Although we may hesitate to call up memories of 
Orpheus, Amphion and all those renowned singers, 
in order to represent them as performing their won- 
ders by such means, we cannot mistake the relation- 
ship of the extraordinary effects produced by Arab 
music, with those attributed by the Greeks to theirs. 


^ See Notes, 47, 
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But if, with such restricted means, they produced 
in antiquity the effects which we cannot imitate now ; 
if all this musical science placed by the philosophers 
in the front rank of the sciences, is summed up in 
a song accompanied by a drum; if among a people 
which appreciated the beautiful in art and litera- 
ture, musical questions were confined in such a re- 
stricted sphere; how can we believe in that import- 
ance which the philosophers attach to the study of 
music in those praises accorded to it by poets and 
orators, and those sects which were ready to fly at 
each other, just as among us the classicists and 
romanticists, or the Piccinists and Gluckists did. 

Shall we say, like others, that we must allow for 
.poetic exaggeration in accounting for these wonders, 
and that the chief effects of music were due to 
‘Poetry, to that Greek language, whose accents were 
so sweet that ^'to speak” and *‘to sing” were the 
same thing. Or shall we ascribe the cause of these 
wonders to the ignorance and coarseness of the 
listeners, or shall we, like Rousseau, decide to think 
that it is impossible to judge a music of which we 
might have the letter but not the spirit ? 




'Vh^ r' r T\^f%/li>C‘ n-P f 
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f For my part, after allowing for poetic exaggera- ^ 

I " • . . ■ •" " ' i 

I tion, I recall the principle of "the habit of hearing,” ^ 

f • ' ^ ^ 

I or, if it is preferred, “the education of the ear,” | 

§ • ' ' § 

I which shonld in my opinion give the key to this | 

I enigma. “The pleasure caused by music,” says I 

I Halevy, in his “Souvenirs et Portraits,” “always | 

I presupposes a preliminary education acquired by | 

I the sole habit of hearing or by the study of the j 

I art.” This principle of preliminary education, or | 

I of the habit of hearing, is applicable to all degrees | 

i of musical knowledge as to all kinds of music, \ 

f We already know that the first laws were songs. | 

I Now if singing came into existence at the same j 

i . 

I moment as speech, we must recognise that the first | 
• ■ , ■ . 5 

I musical rules were but the expression of an already | 

I acquired habit As the first notes were appreciated, | 

I they had to be confined at first in a single tetra- | 

I chord, but each new extension of the system of | 

I sounds for the classifying of different tetrachords | 

I aroused opposition. It was a new habit to acquire, | 

I a new task in the education of the ear. It was | 

I almost a revolution, and the wise sought to evade | 

I it. Terpander was banished from the republic because | 

I he had added one string to the lyre. Timotheus of f 

i I 
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^ Miletus was hissed when he first appeared in public 
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with his cithara of eleven strings, and afterwards he 
was looked upon as the first musician of his day. 

On what does the quarrel of the Pythagoreans 
and Aristoxenians rest, if not upon the law of the 
habit of hearing ? Aristoxenes relegated to the ear 
the care of accepting or rejecting melodic combina- 
tions. Pythagoras wished to subject this judgment to 
precise laws, and under the pretext that he was preserv- 
ing the beautiful, he set up before musical art his Pil- 
lars of Hercules and said : “ Thou shalt go no farther.” 

Do we owe to these very fetters the progress made 
as a result of the separation of theoretical from prac- 
tical music? I should be more ready to believe it, 
as, from this period music appears to accept no other 
rules than those based on the feelings awakened. 
From then under the caprice of the ear and in pro- 
portion to the habit acquired, it accepted that which 
it had rejected yesterday. In this way, all the ex- 
traordinary facts in the musical history of the an- 
cients can be explained by an extension of the sum 
of acquired knowledge, and vice versa. 

Would that Timotheus, of whom I have spoken as 
having increased the number of strings of the 
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cithara, and of introducing the “ gloss into sing- 
ing, would he, with his eleven strings, have pro- 
duced effects similar to Amphion with his lyre of 
four strings? Would he, like the latter, have been 
able to charm the workers as they raised the walls 
of Thebes? He would not perhaps have been 
hissed, as he was at Athens, but in proportion to 
the extension which he gave to the musical system 
by the use of the eleven-stringed guitar, and the 
‘‘gloss,” the workers at Thebes, being neither able 
to understand his manner of singing, nor appreciate 
his entirely new range of sounds, so utterly beyond 
their “preliminary education acquired by the sole 
habit of hearing,” would not have listened to him, 
or else would have taken him for a madman. 

Let us take another instance from a period nearer 
to our own, and examine the progress made by the 
harmonic system from the thirteenth century down 
to to-day, and endeavour to imagine the effect upon 
us of one of the chansons organisees of Jean de Mur- 
ris (thirteenth century). Then let us reverse the ques- 
tion, and suppose Jean de Murris to be present at 
an opera, or at the performance of one of Beet- 
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t hoven’s symphonies. Whatever period we take, the 

I answer to this question will always be the same. 

I ■ 

I Orpheus, Terpander, Amphion, possessed the 

i' 

I musical knowledge of their times, and besides being 

i 

I in the front rank among singers, they further con- 

I ' ' • ^ 

I tributed to progress by gradually increasing the 

I sum of this knowledge. To this extension is due 

t the wonderful effects attributed by the Greeks to 

1 ' . : . ■ ■■ 

I their music, the existence of which I have recog- 

I nised among the Arabs, to whom the Greeks trans- 

I mitted their musical system. 

I It is therefore not surprising to find their recur- 
I rence in these days, among a people who have re- 
I raained at a standstill for several centuries, and 
I whose musical system (I cannot too often repeat it) 
I is clearly the same as that in use in Europe before 
I the discovery of Gui d^ Arezzo. 

I As for the acceptance of what is new in music, 
I one might mention the most famous of our com- 
I posers, who, each after his kind, but always in pro- 
I portion to the development which they, gave to the 
I harmonic formula, have met, or still meet, with the 
? lot of Timotheus. 
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Conclusion. Influence on European Music. 

1. 

HAVE now to indicate the results to be 
deduced from this study of Arab music 
compared with Greek music and the 
Gregorian chant First of all, let us 
recapitulate the points put forward, and the con- 
clusions will follow naturally. 

We have seen that in the beginning of all nations, 
the first law was dictated in song, and, according 
to Strabo, “to say’' and “to sing’" meant the same 
thing. The classification of sounds appears with 
Orpheus and Mercury. Until their time, sounds 
were not regulated; the fixed distance between two 
sounds had not been established. System did not 
exist, and this discovery appeared so wonderful 
that it was attributed to the gods. The system is 
indicated by the lyre of Orpheus, or that of Mer- 
cury. The length or thickness of the strings gives 
■ m , 


i 
I 
i 

I 

■ f 

V|:: 

■m>: ■ ■ 

# 

i:- 

f :. : 
* 

I 

V 

m 

! : 

■■■ -m. 

■ m- 




158 Music of the Arab. 


I a succession of fixed notes, soon imitated in wind 
I instruments by the gradation of the pipes in Pan’s 

I flute. This was the starting point, developed gradu- 

S ' 

I ally and formulated in a more complete manner in 
I the system of Pythagoras, in proportion to, and as 
I the result of the very development of the sense of 
|: hearing. 

I The system of Pythagoras does not, on principle, 

I admit of more than four notes, but it continually 

I I reproduces them in series throughout the range of 
' [ perceptible notes produced by voice or instrument. 

Hence comes the change of the starting note for 
i each tetrachord, although the position of the semi- 

' ; tones is regularly maintained between the same 

i notes. 

I have had nothing to say concerning the Romans, 
I as among them the cultivation of the arts was not 

I developed until the end of the Republic. The pro- 

I gress and destiny of the arts, and of music in particu- 

I lar, had to be sought elsewhere. Thus we passed 

4 

I from the Greeks to the Christians, from the tetra- 

I chord of Pythagoras to the tetrachord of St. 

* Gregory, to arrive at the hexachord of Gui 

d’Arezzo. 
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I have shown the part played by St Augustine 
and Boethius, especially at this period. The system 
of simultaneous sounds must at that time have ap- 
peared incompatible with melody based on tetra- 
chords. And so, it is really the system of Pytha- 
goras, pure and unalloyed, which passed to the 
Arabs, at the same time that it became the basis of 
the reform made in the religious song by St Gre- 
gory. ‘‘But,” says Villemain in *'Le Tableau de la 
Litterature au Moyen Age,” "‘just as the Latin 
tongue was modified by contact with the pronuncia- 
tion of the barbarians, so music was to lose its sweet- 
est intonations.” This is why, in Europe, the plain- 
song and secular song, too, preserve only the dia- 
tonic genre. As for the chromatic and enharmonic, 
vestiges will perhaps be found in Asia and Africa. 

Was it not by the orders of Haroun El Raschid 
and his son, Mamoun, according to the writings of 
the Greek, Hebrew and Syrian philosophers, that 
most of these translations were made, the know- 
ledge of which became so valuable to the 
Christians; and can one deny the powerful influence 
exercised by the Arabs upon the latter up to the 
fifteenth century, both by intellect and force of 
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arms.”^ According to Guinguene and Sxsmondi, the f 

Provengal literature is a continual imitation of Arab | 

literature. If Christian music brought Arab-Hebraic | 

literature into Europe, the Arab invasion doubled I 

the working of this means, by the aid of the gaye-> I 

science^ the science of the trouvm'es and troubadours. I 

‘^What were the troubadours? Warriors for the | 

most part. Some lords of castles, others the wits of | 

the day, who, animated by their Southern love of | 

music, favoured by that sonorous and metallic Ian- | 

guage, and enduring with verve the popular thought, | 

in turn attacked or appraised in their songs the | 

noblemen of the neighbourhood. The troubadour | 

made verses and often sang them himself. But he | 

was followed by one or two jongleurs, whose special | 

task it was to sing and recite the stories of chivalry. | 

Girard de Calanson, in a piece of verse in which he | 

lays down the precepts of his art, recommends first : 

of all the power of invention, of rhytning well, of | 

speaking well, and of boldly proposing a jeu-farii.^ \ 


* Delecluze, Dante et la poesie amoureuse.’’ 
t By jeu-partv was understood a song improvised by two 
voices alternating in the form of question and answer. In 
short, it was the double choir singing the strophe and anti- 
strophe. 
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In addition, he says, one must be able to play well 
on the drum and the cymbals ; to bring out the sym- 
phony ; to throw apples into the air and catch them 
skilfully on the point of a knife; to imitate the 
nightingale's song; to perform tricks with baskets; 
simulate an attack upon a castle; jump through four 
hoops at a time; play the cyiale and mandora; 
handle the 7nanzcarde and guitar; play the harp and 
set the jig going to brighten the tune of the 
psaltery."'"' 

But sometimes, the trouvere, who had to know so 
many things, could not even write, and the w^ords as 
well as the music, were transmitted orally. Hence 
the need for a short poem, which had to be divided 
into couplets with a separate refrain. Fauriel gives 
an example in the “Recit en vers de la croisade 
contre les heretiques albigeois,'' w^hich contains the 
following: “Sirs, this song is made in the manner 
of that of Antioch, and versified in a like manner, 
and is sung to the same air for him who knows it" 
This circumstance supports the opinion of Villemain, 
who says : “ I imagine that the Arabic and Spanish 


* Villemaiu, ^‘Tableau de la Litterature du Mcyeu Age*’ 
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songs must have been able to give, by their very 
music, the type of this Provengal poetry, which is 
rigorously enslaved within its metres” From this 
it is clear, that if at this period “to say” and “to 
sing” were no longer the same thing, poetry was 
still, however, inseparable from music, which ruled 
the measure in verse. 

Music with its attempts at harmony, known by 
the name of Descant^ gave birth to Discorty a piece 
of verse which combined a little of all languages, 
Italian, Provencal, French, Gascon, Spanish, etc. 

Need it be mentioned that the Crusades, con- 
stantly renewing the relations between Europeans 
and the Moors, established a continual exchange in 
the language as well as the scientific and literary 
knowledge of both people. But while the Moors 
remained stationary, the nations of the West, after 
assimilating the knowledge of the East, developed 
it in another direction, and we have seen how 
the musical system was strangely modified and en- 
larged by Gui d'Arezzo's discovery. Music, in the 
West, becoming calm and serious, developed at its 
ease the harmonic principle, abandoning to the 
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Mussulman the ^‘gloss’’ and embellishments, who 
has retained them. 

The Arab singers are still required to know a 
great deal of what was expected of the trouvere, 
and if all are not found to possess the special 
talents which seem to have been reserved for the 
jongleur, we must understand that this personage 
has been replaced in Moorish fetes by a buffoon of 
another kind, whom it will suffice to name, I refer 
to the Garagotis^ the native clown, whose coarse 
pleasantries are always so well received among the 
Mussulman population. 


k 


11 . 

Let me say now, what results we shall deduce 
from this study of Arab music examined in its rela- 
tion to Greek music and Gregorian chant. 

Until the fourteenth century, twelve different 
scales were used, each one of these scales giving to 
the melody a particular character. From the four- 
teenth century, these scales were abandoned, with 
the exception of one, which was the basis of the har- 
monic system. Later on another was resumed, the 
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minor scale, which only exists as a derivation from 
the first, and cannot, harmonically speaking, get on 
without it. Thus, prdirious to the fourteenth century, 
music was only melody, but this melody was developed 
in twelve scales or modes of different character. 

Now these two scales, which correspond to our 
major and minor modes, having formed part of the 
modes of the system of melody in use before the 
fourteenth century, have we not the right to think 
that in the other ten modes, abandoned at the same 
time, there is something, if not all, to be obtained, 
that would aid in the development of our harmonic 
system. As for us, we have not the slightest doubt, 
and yet, at the moment when we are closing this 
work, we wonder whether the interest it has awak- 
ened among a few people will find an echo in the 
musical world. We remember the sarcasm which 
Meybomius and Burette received in their attempts 
at Greek music, and without taking shelter behind 
a false and useless modesty, we confess that we do 
not expect to impart to our readers the conviction 
which animates us. 

No doubt we shall be told that the effects of Arab 
music are known and that it has been possible to 
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judge thexn, notably xn “Le D6sert” of F41icien 
David. Onr reply will be that this xs a great mis- 
take, Felicien David has done the very opposite 
of what we ask. He has modified Arab melody to 
apply it to onr harmonic system, thus renewing by 
his work what is done every day by plain-song. 

We, on the contrary, would like the application 
of a system of harmony appropriated to the scale 
of each mode, without altering the character of the 
melody. Here lies, in our belief, the source of a 
new wealth of harmony, the use of which could be 
combined with those which we have already. Just 
as the minor mode has a special harmony, so ought 
each of the other modes we have mentioned Work 
in this direction would immediately result in bring- 
ing plain-song back to its true path, and would put 
an end to the confusion introduced into the religious 
song by the mixing of the melodic principle, which 
is the foundation of St. Gregory’s system, with the 
harmonic principle, to which it is desired to bend 
it, and which only succeeds in disfiguring it.* 


* In this connection I can orfy refer the -*xder to tte 

valuable information given by Niedermeyer m his L Ha.- 
I monie appliques an plain-chant. 
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As for the application of a similar system to our 
present-day secular music, we cannot assert its possi- 
bility ; time and experience alone being able to show 
to what point the resources of ancient melody, allied 
with a special harmony, would be compatible with 
our musical habits. However it may be, we think 
that, in our work, there are some historical points, I 
would almost say, of musical archaeology, which 
may be of some interest. And if we are told that 
the tetrachord of Pythagoras and the hexachord of 
Gui d’ Arezzo will not renew among us the dispute 
of the Gluckists and Piccinists, we shall none the 
less believe that the study of the past often fur- 
nishes the truth of the present, and allows us to 
conjecture the future. 
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Notes on Arab Music and Musical 

By Henry George Farmer. 



1 . 

SCIENCE OF ABAB MUSIC. 

NCE the downfall of Arab polity 
civilisation in Spain, the Arabs 
those of Mauretania) seem to have lost 
the science of their music.^' Shaw^, in 
his “Travels in Barbary” (1757) says the Arabs 
and Moors do not write down their composi- 
tions, and have no science of music, every- 
thing being learned by ear, yet, he says, “ the 
greatest uniformity and exactness is always pre- 
served throughout their performances.” 




* In Persist, however, in the eighteenth century, a 
traveller speaking of native musicians said, “ they learn by 
rule and play by note.” — ^Pinkerton^s ^^Oollection of Voy- 
ages,” etc. 
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Niebuhr (“Travels in Arabia,” 1790) says they 
“use no notes but sing by ear. Addison ( West 
Barbary,” 1671) says he was told that every 
mosque had a layman who “ understood the cadences 
of the Alcoran” and could chant it in its original 
metre. Jones (“ Lyric Airs,” 1804) says that the 
Turks are equally ignorant of the use of written 
notes, yet they have a practical theory for all that, 
and “there is no school of music in the West of 
Europe, where it (music) is more discussed ” than in 
Turkey. “The want of notes . . . . does not pre- 
vent them from composing and executing concertos 
of great length.” Lane (“ Modern Egyptians ”) says 
the Arabs of Egypt have very few books on music, 
and these are not understood by their modern musi- 
dans. 


-f 

J 

I 


I 


2. 

SIMILABITY TO OATEOLIC CHANT. 

“We cannot fail .... to be struck with the re- 
markable similarity which the melodies of theKoran 
bear to the responses and chants of the Catholic 
liturgy.” (Naumann, "History of Music.”) A tra- 
veller in Algeria (Lumsden. “Trip to Algerine Ter- 
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ritory ” 1847) refers to visiting a mosque and hear- 
ing the Imaun “chaunting portions of the Koran in 
a manner which reminded me forcibly of many parts 
of the Catholic mass” Addison (“West Barbary,” 
1671) speaks of the mosque music in Morocco, as “a 
delightful piece of devotion ” 


3 . 

TIllE^ TBOUBAJDOUIiB. 

“The Provencal singers (the troubadours) re- 
sembled the Arabian, not only in sentiments and 
character, but also in the very forms of their min- 
strelsy. As the Arabians had their dual verses, so 
had the Provengals their Cobias ^ or * couplets.’ .... 
As the duality of the verse had led to those amic- 
able 'Contentions,’ or poetic duels, of which we 
have spoken among the Arabian singers, so had the 
Provengals their Tensos. .... No less the manner 
of using the rhymes. For as the Arabians had their 
Casidas or long poems all on one rhyme, and their 
short bespangled and dainty or 'em* 

broideries,’ so also had the Provengals Even 
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the names they gave their soiigs .... are but Ara- 
bian names translated.” (Rowbotham, “History of 
Music”) 


4 . ' ■ 

AlUB INFLUENCE IN SPAIN, 

“There is a striking degree of similarity between 
many of the airs which I have heard in Egypt and 
some of the popular melodies of ^Spain.” (Lane, 
“Modern Egyptians.”) “Not only do wc meet with 
certain terms and expressions in the popular songs 
of Spain,” says Engel in his “Study of National 
Music,” “which forcibly remind us of Arabic music, 
but also severa,! Spanish instruments are of Arabic 
origin.” Strange to say, Engel failed to mention 
the dances of Spain, which bear a wholesale imprint 
from the Arab: the Sarabande, Villarro, Pabana; 
Chaconne, Villota, Maya, Giga, Gallarda, etc, 
Engel points out that whilst there is little trace of 
Arab music in the Catholic church music in Spain, 
there is considerable influence to be seen in the 
music of the Jewish synagogue. This latter is also 
testified by De Sola in his “Ancient Melodies of the 
Spanish and Portuguese Jews” (1857). Durrieu 


i 


} 

i 

i 

■m ■ 

I 

Its, 

»■ 

I 


I 


History of Arab Music. 


173 






(“Present State of Morocco,” 1854) found the 
rhythm of Moorish songs “ precisely the same as that 
of the jacaras or Andalusian romances. 


s.- 

HISTOBY OF AB.IB MUSIC. 

The early Arab musicians were possibly of the 
wandering minstrel type, like the “Calenders we 
read of in the “Arabian Nights.” Such at first was 
Mabed, one of the most famous of the early Arab 
musicians. Similar to the Western minstrels, they 
were as much poets as musicians. ‘This, says 
Lane,* was sufficient to satisfy a people passion- 
ately fond of poetry, whose first object is to under- 
stand the meaning of the verses which are chanted. 
Indeed, the song in these days, says Christiano- 
witchjt was a sort of recitative with a light refrain 
Thus the music of the Arabs, bound in subjection 
to the words, would necessarily make slow progress. 
Then again, it is clear from the teachings of Ma- 
homet that music was tabu, at any rate as regards 


i 


* LaBe, ^‘Arabians of the Middle Ages/^ 
t Christianowitcb, ''Enquiase Historique/^ etc. 
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the practice of the faith. The prophet had said : 
"Music and singing cause hypocrisy to grow in the 
heart, as water makes corn grow.” “Your prayers, 
if music form a part of them, will end but in piping 
and hand-clapping.” 

Although we read of the Caliph Omar (634), who 
was said to be a composer, and the Caliph Othman 
(644), the patron of the musician, Ibn Soureidj, music 
continued under the ban of the prophet, until the 
reign of Caliph AH (656), when, as Salvador points 
out, music, together with art and literature in gen- 
eral, began to be freely cultivated. Under the reign 
of the Caliph Moawiya (661), a large portion of 
Greece had been annexed by the Arab armies, and 
the Caliph, who was surrounded at his court by 
poets, litUrateurs and scientists, now commanded 
translations of the works of the Greeks, including 
those on music. How much they profited by these 
works, says Lane (“Modern Egyptians”) is well 
known. “It appears,” continues Lane, “that they 
formed the system of music which has prevailed 
among them for many centuries partly from Greek, 
and partly from Persian and Indian treatises. From 
the Greek language are derived the most general 
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Arabic term for masic, namely, 'mooseeka/^ and 
the names of some of the Arab musical instruments ; 
but most of the technical terms .... are borrowed 
from the Persian and Indian languages.” 1 

Salvador was under the impression that Greek in- \ 
fluence upon Arab music dates from so early a 
period as this. But there can be little doubt that 
at this period the Arabs were more persuaded by 
the Persianst than the Greeks, for since the Arab 
conquest of Persia in the seventh century, there had 
been a gradual absorption of the musical theory and 
practice of the conquered race. 

However, that be as it may. We do know that in 
the eighth century music had become a necessary 
adjunct to Arab life. Some of the early caliphs 
were accomplished musicians. Such was Yazid 
(680), a composer, and Walid I (705), a performer 
on the lute. The caliphs Abul Abbas (749) and 
Mansur (754) are spoken of as patrons of music, 
whilst Mahdi ( 775 ) was not only a musician him- 
self, but his children were also accomplished in the art. 


I 


* Hammer-Purgstall, on the other hand, says the word 
'Mooseeka^^ is derived from the Persian. 

t Ibn Khaldoiin, ‘‘Asiatic Journal,'^ Volume XX. 
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Bagdad had become the capital of the great i\rab 
Empire which stretched from the borders of Tar- 
tary in the East to Spain in the West, and here were 
gathered the finest musical talent in all Arabia. 
It was the golden age of Arab music. Here was 
held the refined and dazzling court of the son of 
Mahdi, the famous Caliph Haroun El Raschid (786), 
a name immortal in Eastern song and story, and 
the unlimited patronage of art and music at his 
court is still on the lips of the Arab minstrel to-day. 
Haroun never built a mosque but what he attached 
a school to it Schools and colleges, including those 
specially set apart for music, sprung up throughout 
the empire. Tudela, in his '‘Itinerary,’’ says he 
found in Alexandria more than twenty schools for 
philosophy alone. Cairo, too, had its colleges, and 
in Fez and Morocco the most magnificent buildings 
were assigned for educational purposes, whilst Arab 
Spain vied with the mother country in its zeal for 
art, science and education. 

In the ninth century, says Fetis,^ there are traces 


Fetis, '^Histoire gen^rale de la musique.^^ 


j of a didactic science of music with the Arabs. About 

i 780,* the poet Chalil had written his ''Book of 

i ■ ■ ■ ■ . 

j Sounds'’ and "Book of Rhytlims.” Another writer 

i ■ . ■ ■ 

of the period was Obeidallah Ben Abdallah, who 

* 

. wrote a treatise on the "Tones and Mutations in 

Song.” Then came El Kindi, who, in 862, wrote 

six books on music: (i) " On Composition”; (2) 
"Laws of Tone”; (3) "Elements of Music”; (4) 
"Book of Rhythm”; (5) "On Instruments”; (6) 
"Union of Poetry and Music” 

His pupil, Achmed Ben Mohammed, also wrote 
works on music, including an “Introduction to the I 
Science of Music.” 

Then there were the practical musicians who were 
famed throughout the length and breadth of Araby. 

The first of these was the great Ibrahim of Mossoul | 
(742-803), called the "patriarch of Arab music”; 

Junis Suleiman; Zobeir Ibn Dahman, who was such 
a favourite at court as to have two villages assigned | 
I to him; Mabed of Medina, who had wandered as a 
I minstrel all over Arabia; Jesid Haura, who intro- | 
duced female singers into the harem; Mohammed 


Eiemaiin, Dictionary of Music/’ says he died 776. 
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; Ibnol Hares; Koraiss (d. 838), who wrote a book on 
' singing; Abu-Aica, son of Caliph Motawakil, a com- 
poser of three hundred songs; Isaak (767-849), son 
of Ibrahim, no less renowned than his father, for he 
was the author, composer and editor of many works. 

Among the famous singers of Arabia were : Orieb, 
poetess and composer, who boasted of knowing 
21,000 melodies by heart; El Garid and Ibn 
Sorcidschuma, the rival singers at court; Selsel (d. 
791); Jelid-Ibnol, whom Haroun commissioned with 
two others to collect the songs written during his 
reign; and Mokarik (fl. 800-64). 

But we must leave Bagdad and the East, which 
all too soon was to start on its decline from great- 
ness and grandeur, and seek to continue our history 
in the Western limit of the Arab empire — Spain. 

At Cordova, the capital of Arab Spain, the cul- 
’tivation of the arts and sciences was carried on even 
further than at Bagdad. In the ninth century 
during the reign of the Spanish Caliph Hakam I 
(796), a famous Bagdad musician named Serjab 
was invited to the court of Cordova. He was a pupil 
of the famous Ibrahim of Mossoul, and his talents 
had even raised the jealousy of the master. He ar- 
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rived in Spain about the year 821, and here, under 
the caliph’s patronage, he opened the Music School 
of Cordova,'"' which afterwards became famous for 
its musicians and theorists: the learned A 1 Farabi 
(d. 9So)» whose treatise on music is still preserved; 
Ali of Ispahan (d. 918-9), whose songs and writ- 
ings, though ten centuries have passed, may be seen 
in his “ Kitab-el-Aghani,” or “Book of Songs”; Ben 
Zeidan; Rabbi Knock; Rabbi Mozes; Vadil; 
Moheb; Abil; Mousali, the pupil of Serjab; and 
Abu Bekr Ibn Bajeh, of Granada, who wrote a com- 
mentary of Aristotle’s “Treatise on Sound” and 
whose songs were very popular. 

Now the music theory which Serjab brought 
within the doors of the music schools of Spain, was 
naturally the Arabian-Persian system, which had 
been gradually formulated in Persia since the Arab 
conquest. Although soon to be abandoned by the 
Spanish Arabs, as w^e shall see, the system was ad- 
hered to by the Eastern Arabs and Persians, and 
became the basis of their fourteenth century theor- 
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Other music schools were opened at Seville, Granada, 
Valencia and Toledo. 
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ists. What this system was, we know from its de- 
velopment. 

In the fourteenth century the Arabian-Persian arts 
and sciences were put forth with considerable vigour, 
and music especially came under quite a revival 
The leader of this revival was an Arab of Bagdad 
named Ssaffieddin Abd El Monim, whose principal 
work, the “ Schereffije/^ was written in the Arab 
tongue. Not that there had been any dearth of 
musical theorists with the Arabs since those we men- 
tioned. Following Chalil and El Kindi, in the 
eighth and ninth centuries, came the Hispano-Arab 
writers, chief of whom was A1 Farabi. Then we 
have Abd El Moumini (eleventh century), Mohammed 
Ben Ahmed El Haddah (twelfth century), and 
Mohammed Schirasi (thirteenth century). But the 
fourteenth century was, with the Eastern Arabs and 
Persians, most propitious for the cultivation of the 
arts and sciences, as they were now under the bene- 
ficial rule of the Mongols. And from this period 
has come down to us several works on the science 
of Arabian-Persian music, and three especially; 
those of Ssaffieddin, Mohammed Ben Abu Bekr Ben 
Scerouni and Abd El Khadir. From these works we 
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can see what the system of the Eastern Arabs and 
Persians (for they cannot be separated), really was.^' 
Sir Hubert Parry, in his “Art of Music, has re- 
ferred to the Eastern Arabs and Persians as possess- 
ing “the most elaborate scale system in the world.’' 
The octave was divided into seventeen parts (third 
tones). This has led historians and writers to as- 
sert that the Arabs had more notes within the octave 
than Europeans. As a matter of fact this Messel 
system, as it was called in the East, did not give 
them more notes in practice, but was intended as a 
provision for an absolutely true scale. As Landt 
and Hatherly J point out, the theorists discriminated 
(for example) between the scale of C sharp and D 
flat By this system were obtained true fifths and 
fourths, a true minor seventh, and a very reliable 
major third and sixth. Here we have evidence 


* How much was Arabian and how much Persian, is diffi- 
cult to say. The influence of the latter no doubt predomin- 
ated. Six out of the twelve principal modes are named 
from the Persian language, as are most of the technical 
terms. 

f Land, ^^Eecherches sur Fhistoire de gamme Arabe^^ 
( 1884 ). 

^Treatise on Byzantine Music,’’ 
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- that in the fourteenth century at latest, the Eastern 
Arabs and Persians had established the consonances 
of the third and sixth major and minor, whilst 
Europe was still under the Greek theory. That these 
^'niceties” of the scale were really practised is doubt- 
ful Riemann thinks that the Messel only belonged 
to the theorists,^ since we know that at this time 
(fourteenth century) the diatonic system of seven 
fundamental tones and hve intermediate tones was 
in practical use with the eastern Arabs and Persians. 
Land (“Recherches sur Thistoire de gamme Arabe*’) 
has also shown that the practical working of the 
Messel as stated by Villoteau (“Description de 
TEgypte'*) was not followed. A. J. Hipkins (Grove’s 
“Dictionary,” article, “Pandora”) perhaps rightly 
sums up the question when he says : “ The arithme- 
tical reasonings of philosophers who sought to ex- 
plain the musical scale could never have been, ex- 
cepting in the larger intervals, the practical art of 
musicians.” 

These Arabian-Persian theorists divided their 
music into certain fixed modes or scales, and 
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* A century ago an Arab musical theorist named Mech%a § 
reduced the scale to quarter tones. I 
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although the theorists do not agree precisely with 
one another, we may summarise the modes as fol- 
lows : there were twelve principal modes called the 
Makamat : 


UscHAK : A, B, Cjii, D, E, Gl7, 
Neva : A, B, C, D, E, F, G, A 
Abu Selik: A, A#, D, D fi, P, 
Easd: A, AS, C, D, E, F#, G, 
Irak: A, CS, D, El7, F, I 
Ispahan : A, BiJ, CS, B, E, P, 
ZiREFKEND t A, Bl?, C, D, D#, 
Buzurg : A, Bt?, CSj B, BS; E 
Zenkla : A, B, CS, B, BS, Fjl 
Bhaoui : A, A#, CS, B, BS, F 
lysAi'N: A, AS, C, B, BS, F, G 
Hidschaf : A, AS, C, BS, Ftf , 


Besides these, there were six other modes called 
the Evasat^ viz. : Shenas, Meia^ Selmeky NevruSy Kir- 
daniah and Kottchty considered by some writers as 
earlier modes, and by others as derived from the 
Makamat. The nature of these modes was demon- 
strated by circles divided into eighteen points, re- 
presenting the seventeen intervals, and from these 
“circulations of the mode,” as they were called, re- 
sulted eighty-four scales. This was doubtless the 
system, but naturally in its earlier and less complex 
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form, which Serjab introduced into the music schools 
of Arab-Spain in the ninth century. 

But among the doctors at Cordova, a very catholic 
course of music study prevailed. Not only their own 
musical science, but the theories of Pythagoras and 
the Greek system in general were taught to the 
pupils. In the process of time the Greek theory led 
to modification in the Arabian-Persian, and by the 
tenth century, when the music culture of the Arabs 
of Spain had almost paled the fame of Bagdad, the 
learned A1 Farabi had become a strong advocate of 
the Greek system, which finally resulted in a de- 
finite abandonment of the old theory.^ In its place 
was formulated a system which, although retaining 
the old designations, was Greek at bottom, t It is 
the musical system which has since remained with 
the Arabs and Moors of Mauretania. 

From' the argument which I have placed in the 
foregoing, that the musical system of the Eastern 
Arabs is different from that of the Mauretanian 
Arabs, and by the reasons and proofs for this dif- 

* Puertes, ^^Historia de la musica Espanola/' 
t Kosegarten, Hispahanensis.^' 
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I 

ference which I have endeavoured to give in these * 

I 

notes, we may be able to reconcile the divided camps t 
of theorists who have dealt with the problem of f 
Arab music. I 

According to La Borde (''Essai sur la Musique”), f 

Villoteau (''Description de FEgypte'O and Kiese- | 

wetter Die Musik der Araber '’), the Arabs in ge^t- I 

eral had the "Messel” system and the theory as | 

laid down by the fourteenth century Eastern Arab | 

theorists, Ssafheddin, Abd El Khadir, etc. On the I 

other hand, Kosegarten ("Alii Hispahanensis and | 

other writings), following the tenth century His- | 

pano-Arab theorists, A 1 Farabi and AH of Ispahan, | 

opposed the former writers, saying they had con- | 

fused the Arab with Persian theory and insisted | 

on the Greek theory as being the basis of the Arab. | 

Salvador held this view, although he did not ar- | 

rive at his conclusion from the theorists, as did | 

Kosegarten, but from a prolonged study of Arab | 

music among Arab musicians. | 

Between the time of Kosegarten (1840) and Sal- | 

vador (1863) it had been stated positively by Sori- | 

ano-Fuertes ("Historia de la Musica Espahola,” | 

1855) that in the ninth to tenth centuries the His- | 
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pano-Arabs had abandoned the Arab-Persian theory 
for the Greek. Although this statement appears 
to have been ignored by every writer on the 
subject (including F6tis but excepting Rowbotham), 
I believe it is the crux of the whole question. What 
became the theory of the Hispano-Arabs in the tenth 
century came naturally to the Mauretanian Arabs, 
who have since preserved it, and is precisely 
what Salvador found. The Eastern Arabs, 
however, appear to have been uninfluenced by the 
new theory accepted in Spain, and held to their own 
system, as illustrated by the fourteenth century 
theorists. 


6 . 

WROmAN VIEWS OF ARAB MUSIC. 

‘'I must confess,” says Lane (‘'Modern Egyp- 
tians”) “that I generally take great delight in the 
more refined kind of music which I occasionally hear 
in Egypt; and the more I become habituated to the 
style, the more I am pleased with it ; though, at the 
same time, I must state that I have not met with 
many Europeans who enjoy it in the same degree as 
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myself ” Compare this with a traveller (Canipbell> 
Letters from the South”) who was not habituated 

f 

to the music, and says : “ Music, which to European ^ 

ears, if I may judge by my own, is unintelligible f 

and execrable.” Villoteau found the forced modu» | 

lations,” the “rude and extravagant ornaments” of | 

Arab music, “revolting to the ear.” Neukomm, the | 

composer (quoted by Fetis), when in Algiers in | 

jf835, spoke of his ears being “tortured” by the | 

native music. Even a musician like Sir Arthur Sul- | 

livan, who heard the finest musicians in Cairo at a | 

concert at the house of Tigrane Bey, the Khedive^s | 

cousin, was perplexed. There were six performers | 

— two singers and players on VOud, Kanoun, Nay .| 

and Taar. He says: “We had three hours and a | 

half .... the Chief, who played VOud, was a | 

very fine player with really remarkable execution, | 

The music is impossible to describe and impossible | 

to note down. I came away dead beat, having lis- | 

tened with all my ears and all my intelligence.” — | 

(“Fortnightly Review,” January, 1905.) Harris, | 

speaking of the Persians in the eighteenth century | 

(“Pinkerton’s Voyages”), says their music is “so | 

■ ' 

different from ours, that it is a long time before it | 
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f becomes pleasant to a stranger’s ears.” Addison 

I (“West Barbary, ” 1671) found that Moors had “very 

I harsh and sawing voices” which “grated” upon the 

I ears. Niebuhr (“Travels through Arabia,” 1790) 

I thought the music "disagreeable/* Another writer, 

I Macgill ("Account of Tunis” .1811), says the "music 

I is of the most barbarous kind. The braying of an 

I ass is sweeter than their softest note, whether vocal 

or instrumental** On the other hand, Shaw 
I ("Travels in Barbary,** 1757) speaks of it as "artful 

I and melodious**; Lempriere ("Tour from Gibraltar 

I to Morocco,** 1793) finds it "beautiful and simple’*; 

I : 

I and Durrieu ("Present State of Morocco,” 1854), 
I thinks "nothing can be more plaintive** than some 
I of their songs (see No. 42 of these " Notes **), 

I 


I BEYTmL 

I " In the Algerian airs I could discern no rhythm 

I — ^what, you will say, melody without rhythm ! it is 

■■ &■ .. 

I impossible, and the fault was in your ears. Well, 

I I own to you the utter difficulty of imagining music 

. ■ . " ■ ■- ■' " ■■■ . ■■■ ■ '■■ ■■ ■■ ■■■■■ ' ■■ 

I without rhythm, and I thought at first that the fault 




Rhythm, 


lay wholly in my own ear ; but when I spoke on the 
subject with a Frenchman here, who is the leader of 
a regimental band, he told me that the rhythm in 
Moorish melodies is so capricious as to puzzle him/’ 
— Campbell, '‘Letters from the South,” 183-. 

Here are some specimens of rhythm from the 
“ Zendani,” or popular melodies. The top line of the 
drums stave is played by the zxidDjnoztdj 

(metal castanets attached to the thumb and middle 
finger), and the bottom line by the Taar and Benddir : 


KA.DRXA Zendani. 


Melody 


Drums, 

etc. 


‘^Entoijm Chehoudi/* 


Allegro • 


Drums, 

etc. 
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TEE ^^GLOSS,^^ 

Emil Naumann says of the Arab melodies: “If 
some are remarkably pleasing, there are others whose 
beauty is marred by confused and intricate progres- 
sions, elaborated with every kind of possible and im- 
possible flourishes, producing a most disagreeable 
effect on the ear of the auditor ” — “ History of Music.’^ 


9 . 

TEE GLOSS 

This example of the gloss is taken from Villo- 
teau,^ and is one of the few that have been given. 

* I am loth to use this example of Arab music, which 
does not belong to Mauretania, but since I can find no ex- 
amples of the '^gloss’* elsewhere, I am compelled to fall 
back on Villoteau. 



Lane’s examples of Arab music are given without 
any of the embellishments which are added by the 
A'ldieeyek (professional musicians), and so are 
those of Salvador and Christianowitch. With 
Rouanet, the gloss appears only to be partially 
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^ ^ S'stsfes.® f '•^nf f «<8%^* ^ 

I avoided. The talent of the singer or player is ab- I 
I solutely determined, says Salvador in his “Notice 
1 sur la Musique Kabyle,” by their ability in impro- 
visation with the gloss. The lase of these embellish- 
ments have made it very difficult to distinguish the 
melody proper. Christianowitch, when collecting 
for his book on Arab music, experienced this diffi- | 
culty in taking down the melody, covered as it was | 
by ^‘trilles, roulades et fioritures” | 

Ouseley (“Travels,” 1815) found the gloss in I 

Persia, and says, whether the music was vocal or in- | 
strumental, “ the predominating characteristic seemed f 
to be a querulous tendency .... and the tune a I 
little more than a succession of trills and shakes.” | 
Morier (“Second Journey through Persia,” 1818) I 

speaks of a singer who fanned his mouth with a | 

piece of paper so as to obtain these trills and shakes. 

Since the modern Arabs have no written music, 
every note, every phrase, being passed by audition 
and routine from one musician to another, it is easy 
for an alteration in the original text of music to 
creep in, by reason of this very gloss. An addi- 
tional note or phrase which one musician may play 
as an embellishment, may unwittingly be taken for 



The “Gloss. 


the original motive by another. Salvador shows in » 
his “ Notice sur la Musique Kabyle,” that in modern s 
Arab music even a few months is sufficient to admit | 
of alterations in the melody, caused by the gloss. He f 
mentions a song, “ Banni-banni,” sung in Tunis in | 
1857, and when imported into Algiers a few months I 
later, it was considerably altered. One of the most | 
popular songs in Algiers, “ Chebbou-chebban,” has | 
two forms, whilst the song of “ Salah-Bey ” was i 
noted by Salvador in five different manners. In his | 
essay on Kabile music he gives a song, “Dadda-Ali,” i 
in two versions, and admits he does not know which i 
might be the original. f 

Ernest Newman has often referred to the correla- | 
tion between an art and the physical condition upon | 
which it is dependent. No better example of this J 
could be found than with the Arab, and especially | 
in the gloss. The whole of Arab history, language | 
and social life may be summed up in one word — | 

“ phantasy.” Their literature, science and art certainly | 
reveal abundant evidence of this. Look at their | 
architecture ; it is more decorative design and compli- | 
cated pattern than staple structure. Their pictorial | 
representations all point to colour array and unde- | 
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finable arabesque, without organic arrangement. The 
same with their music. It is the gloss^ the variants 
and ornaments, that is the dominant factor. 


lO. 


TUB ^^NOVBkP 

The Nouba is the classic musical form with the 
Arabs, as the symphony is with Europeans. It is 
an arrangement of songs or melodies in a prescribed 
form. There are two kinds, according to Rouanet 
('^Repertoire de Musique Arabe”), a Nouba Neklabat 
and a Nouba Gharnata. The former is made up of 
songs {Neklab = song), and each song has its prelude 
called Mestekber, This class of Nouba has also an 
overture termed Tckembar. The three specimens of 
this class of overture which I have seen in the " Re- 
pertoire mentioned are of Turkish origin, and in- 
deed Rouanet says that this music was introduced 
into Algiers by Turkish musicians in the service of 
the Sultans of Algiers at the beginning of the six- 
teenth century. According to Makrisi and the Per- 
sian writers on music, the word T chenebar was used 
to denote a melody in duple measure. 
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The Nouba proper is called the Nouba Gharnaia, 
It is of more importance, musically, than the Nouba 
Neklabat. This is the Nouba in five movements de- 
scribed by Salvador, which are named by Christiano- 
witch (‘'Enquisse Historique,” etc.): (i) M 0 sadder \ 
(2) Betdikh] (3) Derdji (4) Insiraf (Messraf in 
Rouanet); (5) Khelas (Meklass in Salvador and 
Rouanet). Rouanet says that every Nouba Ghar- 
nata is preceded by a ^xe\-\xd.t.—Meslekber, and an 
overture — Touchiat. 

Christianowitch gives the notation of seven 
Noubet, whilst Rouanet gives a complete Nouba, six 
overtures (Touchiat) to the Noubet Gharnata, three 
overtures (Tchenebar) to the Noubet NeklabaU and 
several preludes 

Every Arab musician is familiar with the Kadriat 
senda and Zendant, i.e., the classical and popular 
songs, yet only the elect know and play the Noubet, 
Christianowitch says that he knew of three musi- 
cians only, in all Algiers, who knew the Noubet, 

Concerning the origin of the Noziba, it is credited 
to both the Turks and the Moors of Spain. When 
we consider the art history of the Turks, and especi- 
ally at the beginning of their domination of Maure- 
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tania (fifteenth to sixteenth century), when it is gen- 
erally acknowledged (see Hatherly’s “Byzantine 
Music”) that they possessed no music of their own/^ 
this claim for the Turkish origin of the Nouba can- 
not be credited, in the face of the advanced arts of 
the Moors. The very titles and sentiment of the 
Noubely at any rate the Noubet Gharnatay carry the 
imprint of the Moors of Spain. With the Noubet 
Neklabaty Turkish influence may, perhaps, be ac- 
knowledged in the form. Possibly the Nouba 
Gharnata of the Moors was too complicated and 
severe for the Turks, hence the need for an easier 
form — the Nouba Neklabaty which is simply a string 
of songs preceded by an overture (Tchenebar). In 
the examples of Tchenebar that I have seen, they 
not only bear Turkish titles, but have the strong 
martial colouring of the Irak and Sdika modes. 
Jones, in his “Lyric Airs,” gives a Turkish piece of 
music, of several movements, called “Susudil,” which 
like the Nouba Neklabaty is a mere string of melo- 
dies without organic relation to each other. 


* Ouseley (‘‘Travels,” 1815) says that prior to 1637, the 
art and science of music was unknown to the Turks. 


I 









The *'Nouba 


Here we give a specimen of a Nouba Gharnata 
(mode Usam) from Christianowitch's “ Enquisse His- 
torique de la Musique Arabe,” which contains the 
&ve movements proper to the Noziba. To fully 
grasp the importance of this class of work, one must 
really see the Nouba edited by Yafil and Rouanet, 
which contains the Nouba in its entirety, overture, 
preludes, bridge passages, gloss^ etc. 

The mode Vsdin is A, B, C, D, E, F, G, A, but 
Arab musicians, like European, select a pitch suit- 
able to the compass of the voice, and to the senti- 
ment of the music performed. The question of pitch 
is of small importance with them, so long as the 
character of the mode, in its particular succession of 
intervals, is maintained. It was the same with the 
Greeks. Munro, in his “Modes of Ancient Greek 
Music” (1894), says that after Ptolemy’s reform of 
the scales of the modes “the pitch was left to take 
care of itself.” Hatherly (“Byzantine Music”) 
shows that the same custom exists in Turkey and 
Syria. He says: “In the East it is not unusual, 
when the notes become inconveniently high or incon- 
veniently low to suit his voice, for a singer to modu- 
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late into another key, as we should style it, taking 

his mode with him Instrumentalists do the 

.... But effect, not convenience, is the con- 


straining motive in their case.*’ 

Thus we have in this Notiba several keys, but the 
mode always remains the same, with the semitones 
from second to third and fifth to sixth degrees. Ac- 
cording to Rouanet Repertoire de Musique Arabe ”) 
these transpositions are regulated, and only certain 
ones are allowed. 


Matut.a 

Andante 


NOUBA L’SaI'N. 
"Mosadder.” 
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«lKSIRAF. 


Mathla 

Marziale 


f fisoluto 


Mathla 

Andante 




The “Bichetaf. 


calando 


Maxbla 


grazwso 


TEE ^^BBCEEBAFJ^ 

The Becheraf is apparently the Mesiekber alluded 
to by Rouanet, who says it is played by a solo in- 
strument unaccompanied by the drums. Sir Arthur 
Sullivan, when in Cairo, describes hearing an Arab 
orchestra playing a Pesckeveff (“Fortnightly Re- 
view,” January, 1905). With the Nouba Gharnata 
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the prelude is called Mestekber senda, i,e., a classical 
prelude, to distinguish it from the ordinary Mestek-^ 
ber which precedes the songs in the Noziba Neklabai, 
There is also a smaller prelude called Kersi, which 
precedes all the movements of the Nouba Gharnaia^ 
save the last, as well as a vocal prelude (possibly the 
singer’s recitative mentioned by Salvador), known as 
Daira (see also No, of these Notes'"^), 


12 . 

T'R'E 

The Arabs were much attached to the circle as a 
means of expression. They explained their modes 
in this way, as shown by Kiesewetter ('* Die Musik 
der Araber”), hence the phrase circulations of the 
mode/’ La Borde (‘"Essai sur la Musique”) gives 
an example of the Arab system of musical notation 
by this means, which is extremely interesting.^ His 
explanation of it, and its translation into modern 
notation by Dalberg (** Ueber die Musik der Indier ”), 
although accepted by Kiesewetter, has been rejected 


* It is taken from the sixteenth-seventeenth century MS. 

of Schamseddin-Saidaoui. 






The Tonic. 




by F6tis (''Histoire G^n&ale de la Musique^’). TEe 
MS. of AH of Ispahan contains these “ circles,” such 
as Salvador speaks of, to denote the rhythm. 


THE PBELUBEB. 

Shaw (‘‘Travels in Barbary,” 1757), who visited 
Mauretania very early in the eighteenth century, says 
that in the historical cantatas (presumably the 
Noubet) the Arabs had their preludes and sym- 
phonies, each stanza being introduced with a flourish 
from the Arabebbak (a kind of Rebab\ whilst the 
narration was accompanied with some soft touches 
upon the Gaspah ( Gosba), 


TEE Toma. 

Salvador says the fourth note in the scale is 
always the tonic. His own examples will not stand 
this firm la^v. 
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TEB EBAWLBE SCALE. 

The nasal method of singing and the habit of 
gliding from note to note, especially in the gloss, 
has led historians and travellers, especially those who 
were aware of the Messd system of the fourteenth 
century Arabian-Persian theorists, to assert that the 
Arabs played these third and quarter tones. 

It was this that probably misled Lane, who refers 
to these third tones as “ small and delicate grada- 
' tions of sound,” which “ give a peculiar softness to 
I the performances of the Arab musicians. 

I This nasal intonation and -portamento is an abso- 
I lute necessity to an Arab singer, and the more ex 
I aggerated its character, the greater is the merit of 
I the performer. Precisely the same idea exists with 
I instrumentalists, the portamento being cultivated to 
I the extreme. Naumann, the historian, found this 
I peculiarity among the modern Greeks and Anda- 
I lusians, which is probably a survival of Arab 
influence. 

J. B. Wekerlin, in a lecture before the Soci^t^ des 
Compositeurs de Musique, in 1864, agreed with Sal- 
I vador and attributed Villoteau’s belief in practical 
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third tones with the Arabs, to this nasal style and 
the drawled scale. 


TUB “IBAK^’ MOBE. 
Here is the scale of the Irak mode; 


Of examples in the modt Irak, Christianowitch 
could find no trace. Yafil and Rouanet, however, give 
several specimens, a Tchenebar Irak, a Meslekber ^nd 
Neklab “Li Habiboum Ked Samah li,” and some 
Kadriai senda and Zendani, and gives the scale as A, 

B, C sharp, D, E, F sharp, G, A, which clearly does 
not agree with Salvador. This scale is Djorka,vrhich, 
as Salvador says, has the characteristics of Irak. 
Rouanet has perhaps confused the modes. Among 
the Zendani which he gives, the one entitled “Djatni 
bria” shows that he is not certain of the mode since 
he labels it Irak or Djorka. Salvador says m his 
“ Notice sur la MusiqueKabyle,” that in the//fl^ songs 
the melody rests within the com pas^ of_a sev^^^ 
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the lowest note being A, and the highest G. This 
is clear from the examples he gives, “ Erf ed-adhar- 
im-ehouzz adaoui-m,” “ A-ir’ef-iou-ekker-our-eggan, 
a song made on the expedition of Marshal Bugeaud 
against them in 1847, and a song known as the 
submission of theKabile to Marshal Randonin 1857. 
This compass may perhaps only refer to Kabile 
music, as the Tunisian-Moorish song, “Le Ramier, 
quoted by him as Irak, is not so restricted. The “ Li 
Habiboum Ked Samah li,” given by Rouanet as Irak 
agrees entirely with Salvador. Salvador speaks of 
the Hanefi. chants being in this mode. So is the 
Koran chant given by Lane in his Modern Egyp- 
tians.” In the Eastern Arabian and Persian system 
there is an Irak mode known as the “Arabian mode.” 
Its scale is A, B flat, C sharp, D, E flat, F, F sharp, 
G sharp, A. 

Here is an example in the Irak mode : 

^‘Ebfbd-Abhae-im-Ehouzz Adaoxji-m.” Kabilb Song. 

(lEAK Mode.) 

Allegro 

Drams ts=4» 
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TEE “MEZMOUM'’ MODE. 


Here is the scale of the Mezmoum mode 


Mezmoum. 


There is an absence of the second note in the songs 
of the Mezmoum mode, says Salvador (“ Notice sur 
la Musique Kabyle”)- The scale really is E, 
G, A, B, C, D. It rarely ever reaches E 
octave, the melody usually lying in the compass of 
six or seven notes. This is noticeable in the speci- 
mens that he gives of Kabile songs, “ Ait-erbah ” and 
“ Laman-ichoud-r’er-en-nedieh.” Rouanet is rather 
confusing in his description of the mode, by saying 
it is the “Lydian” scale, and at the same time calls 
it the modern major scale, neither of whichj how- 


Notes on Arab Music. 



ever, agrees with Salvador. In Spain, says Salvador, 
all the old popular songs are in the Mezmoum mode, 
a fact which is also noticed by Engel (‘‘Study of 
National Music”). Fetis says Mezmoum is not 
known to the Arabs of Asia, Egypt nor Spain. If 
this is so, it is further evidence of the independence 
of the music of the Mauretanian Arab. There is a 
quaint specimen of Bedouin music given by La Borde 
(“Essai sur la Musique”), which is entitled “Le 
Mizmoume,” There is also an interesting Arab be- 
lief mentioned by Shaw (“Western Barbary,” 1757), 
that “the flowers of mullein and mothwort will drop 
upon playing the ‘Mizmoume.’” 

Here is an example in the Mezmoum mode ; 

"Ait-Erbah.*' Kabils Song. 

(Mezmoum Mode.) 

Andantino ^ 
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the “EDZEIL” mode. 
Here is the scale of the Edzeil mode 


and Rouanet as DU. The former gives no exam- 
ples, and the specimens of the latter in the Kadriai 
senda and Zendani, seem to agree with Salvador, 
although Rouanet considers Edzeil little different 
from Meia. The scale of the latter he gives in two 
forms, one of which falls entirely into Salvador’s 
Edzeil. Salvador has two specimens of the mode, 
both modern Kabile songs : one made on the expedi- 
tinn of the French against the Kabiles in 1851, and 
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the “djobka” mode. 

Here is the scale of the Djorka mode : 


DaOBKA.. 



The Arabs to-day, according to Rouanet, say there 
is no mode Djorka because there is no Nouba Djorka. 
This is really no argument, since there are Noubei 
of which mere fragments remain, and so it is not un- 
reasonable to suppose that the Nouba Djorka has 
been lost entirely. The mode is not mentioned by 
Christianowitch, but is acknowledged by Rouanet, 
who says that although its character seems more 
resolute, and has different endings, it is much about 
the same as Irak, the scale of which he gives as: 


I 

as : I 


The “Djorka" Mode. 
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A, B, C sharp, D, E, F sharp, G, A. This is iden- 
tical with Salvador’s Djorka, and Rouanet is evi- 
dently wrong in assigning a common scale to both 
modes, as the difference between his Mestekber and 
Neklab Djorka “Mahma lekter fel Moudelel,” and 
his Mestekber and Neklab Irak “ Li Habiboum Ked 
Samah li,” is as clear as daylight. Salvador points 
out that Djorka has the characteristics of Irak, 
“ from which it is sometimes difficult to distinguish 
it.” In the three examples which the latter gives of 
Kabile songs, “ A-bab-el-lefedhol,” “Imma-Hanna” 
and “ Complainte de Dahman-ou-Megal,” he admits 
that owing to the restricted compass of the songs he 
is unable to say whether they are in Djorka or Irak. 

Here is an example in the Djorka mode ; 


“ Klaa Beni Abbes Kabile Song. 
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iormity with European tonality, and is entirely 
wrong, so far as the modal base of the Arab is con- 
cerned. 


21 . 

TEE MODE, 

Here is the scale of the Usdin mode : 


L’sAi’ir. 



Usdin or Hassine is the name of one of the East- 
ern Arabian and Persian modes, known as '"The 
Lament,*’ and named probably after a famous 
national hero, Hassine or Hussine, whose death is 
the subject of a sort of national passion-play. This 
mode has a scale : A, A sharp, C, D sharp, F sharp, 
G, A, which is also the scale allotted to their mode 
Abuselik (evidently a mistake somewhere). How- 
ever, from this scale it is clear that the Eastern mode 
has nothing in common with the Mauretanian. 
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Strange to say, it is the Eastern mode Neva that re- 
sembles the Arab mode Usain, Christianowitch, 
who gives a Nouba Usain (Hosein)^ and Yafil and 
Rouanet, who give a ToucMat Gribt Usain (Has- 
sine)y agree generally with Salvador’s reading of the 
mode. The examples given by the latter are : part 
of a Nouba Usain called *‘Yamina,” an Algerian 
song, Chebbou-chebban/’ and several songs of the 
Kabiles, “Zohra,” “Stambour’ and '‘Dadda-Ali” 
(two versions). 

Here is an example in the Usain mode : 


“Chbbboxt-Chebban” Moorish Soho from Algiers. 
(L’ Sain Mode.) 


Andantino vi44 


Drums 
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TEB “SAIKA” MODE. 
Here is the scale of the Salka mode ; 

Sa-Ika. 




izar 


Salvador gives no examples of Saika^ but Chris- 
tianowitch has a Nouba Saika^ which agrees gener- 
ally with Salvador’s modal scale. Yet there is a 
persistence of F sharp and also of D sharp. This 
is noticeable too in the Yafi.1 and Rouanet “Reper- 
toire,” the Touchiat Satka, the Tchenebar Sdika (an- 
cient march of the Dey of Algiers), the Mesiekber 
and Neklab “Ghouzili Sekkour Nabet,” the Mesiek- 
her and Neklab “El Ked eladi Sabani” and the 
Kadriat senda. 

Here is an example in the Sdika mode : 

"INSIRAF NotTBA SaiKA/^ 

(Mode Saika.) 

Allegretto 
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espresstvo poco rit. 


p iravqiiiUo 


Mathla 


a tempo risolnto 


p calmio 

Rouanet is uncertain of the scale, and gives it in 
three forms in which he found it, saying it has been 
altered from its original form. The Eastern Ara- 
bian Persian mode of Abuselik ( = Vsain) agrees 
with Salvador's Sdika. The three bars at the Mathla 
in the example are in the Edzeil mode, which might 
be termed the relative mode to Sdika, 


THE MODE. 

Here is the scale of the Meza mode 


Meia. 


The Mode. 
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Christianowitch gives the notation of a Nouba 
Meia^ which agrees with Salvador’s mode. Yafil and 
Rouanetj too, have some examples, a Touckiat Mela 
and a Moorish dance, “Bane Cheraff,” which fall into 
Salvador’s scale, notwithstanding that Rouanet con- 
fuses the student by saying first it is the Hypo- 
Lydian scale (agreeing with Salvador) and again 
gives it as C, D, E, F sharp, G, A, B, C. In the 
Eastern Arabian and Persian system there is a Mela 
mode with a scale, B, c, D, e, f, G flat, G natural, A. 
It was called “The Treasury of Tones.” From this 
it is evident that the ancients divined the “ treasures ” 
of the major mode (for such the Meta mode is) long 
before European civilisation had grasped it 
Here is an example in the Meta mode ; 


“Heuss-ed-Douro/^ Moorish Song from Algiers. 
(Meia Mode.) 

Allegretto (5S =(f) 








f. 

Drums i * f » 




33 ^ 




Fine, 






W- 





Notes on Amb Music, 


TEE ‘^BASE-BDZEIL’^ MODE. 

Here is the scale of the Rdsd-Edzeil mode 


Rasd-Edzeii:.. 


Fetis, in his “Histoire,” misquotes Salvador’s read- 
ing of the Rdsd-Edzeil mode, and then proceeds to 
correct him. He gives Salvador’s scale as beginning 
on G, whereas it should be D. Here are Salvador’s 


The “ TaarT 
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I I 

I words : Le mode Rdsd-Edzetl^ correspondant au I 

I mode Hyper-mixolydien des Grecs, et au huitieme | 

% ton du plain-chant ay ant pour base le re^ octave du | 

I premier.” Fetis also finds fault with his designa- I 

I tion of the keys of plain-song, but according to the I 

I most trustworthy authorities, Salvador is right. | 

I Where Salvador might have stood corrected was in | 

I his conception of the Greek modes. This mode is 

I mentioned by Christianowitch, but not by Rouanet. 

I I have seen no examples of Rdsd-Edzeil, (See No, 

■ ■ 

I of these ''Notes'' for a mode Rdsd,) 


TEE ^^taae:^ 

The Taar described by Lane ('* Modern Egyp- 
tians ”) is eleven inches in diameter, which is about the 
size of the one given by Christianowitch (“ Enquisse 
Historique,” etc.). Lane says it “is held by the left or 
right hand, and beaten with the fingers of that hand, 
and by the other hand. The fingers of the hand 
which holds the instrument, striking only near the 
I hoop, produce higher sounds than the other hand, 

I which strikes in the centre.^' Note this in relation 


i 
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to the diversity of timbres from the drums as men- 
tioned by Salvador in Chapter V. Shaw (“Travels 
in Barbary,” 1757), who visited Mauretania in the 
first decades of the eighteenth century, describes the 
Taar of the Moors as identical with the above, but 
that of the Arabs and Bedouins did not have the 
metal discs in the rim. He says it served as a bass 
to the concerts, and the players touched it “ very art- 
fully” with their fingers, knuckles and j)alms. 



ms. 
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THE “aOSBA.” AND “DJAOUAK." 

Shaw (“Travels in Barbary,” 1757) speaks of the 
Arab flute Gosba (Gas f ah) of three or more holes ac- 
cording to the ability of the performer. Lumsden 
(“Trip to Algerine Territory,” 1847) writes of an 
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Arab street jplayer, who "played an air, if air it may 
be called, consisting of about two or three bars at 
the utmost, of a simple modulation on three or four 
notes on a rude flute.” Shaw (see above) says Arab 
music rarely consists of "more than one strain.” 
Lempriere (“Tour from Gibraltar to Morocco,” 1793) 
found in the slow airs a “ melancholy sameness.” 


THE DJAOUAK AND GOSBA. 
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TEE I 

The Daf is about eleven inches in diameter, and | 

is played and held similarly to the Taar, It has | 
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‘'snares^' stretched across the inside of the head, 
which give the instrument a sharp crisp tone. It 
is mentioned among the instruments of the Arabs of 
Spain by Al-Farabi (tenth century), and still in use 
by them to-day as the Aduf, The Dof of Persia 
given by Ouseley (“Travels,’’ 1815) is more like a 
huge tambourine without the metal plates. The 
Tof of the Hebrews, according to Kircher (“ Musurgia 
Universalis”) appears to be like a kettledrum. 


I TEE | 

I The name Kanoun^ says Lane is derived from the | 

I Greek and means “rule,” “law,” “custom.” The | 

I Kanotin of Mauretania is of different shape to that | 

I used in Egypt and Asia, being more like the Santir, | 
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The Kanoun described by Lane (“Modern Egyp- 
tians”) has seventy-two strings. Fetis, quoting the 
Belgian Consul at Alexandria in 1839, as his author- 
ity, says the instrument had seventy-five strings, like 
the one described by Salvador. The instrument is 




KANOUN. 




TEE "KANOVN” SCALE. 

F6tis (“Histoire, etc.”) says the lowest note is E 
gives a different scale. 


THE "EAITA” OB “SlIKA.” 

Among the instruments of the Arabs of Spain, as 
given by Al-Farabi (tenth century) are Azahika 
(Satka) and Almeya (Meta). In Spain to-day there 
dances by these names, which are of Arab^ ori- 
gin (Fuertes, “ Historia de la Music* Espanola ). 


the “ATABAL" and “NAKAKEEB.” 
Salvador does not speak of the kettledrums as 
l^akdkeer, a word generally considered to be the 
Arabic equavalent. but as Atabal, which, he says, is 
the old Arab designation.* The term I^akdkeer is 


• This is also the designation of Christianowitch. 
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not used in Mauretania for kettledrums. It is, how- 
ever, the common appellation for them with the East- 
ern Arabs, and in Egypt, Persia and India. In his 
“Essai sur I’origine de quelques Instruments,” Sal- 
vador points out that Naegiiaires (Nakdkeer) was the 
general term used by the ancient Arabs for their war- 
like chansons, and as the kettledrums were, with the 
oboes, the warlike instruments, the word Nacgttaires 
became transferred to the kettledrums, just as the 
military oboes became known under the name of the 
mode in which the war-songs were sung, viz., Sdika 
or Raita. The word Naguaires (known to the 
French as Nacaires and the English as Nakeres) 
doubtless came into Europe at the time of the East- 
ern Crusades (Michaud, "Histoire des Croisades”). 
With the Arabs of Spain, kettledrums were Atabal, 
as with the Mauretanian Arabs. It is the name for 
kettledrums with the Spaniards to-day. Here again 
we see the independence of the Mauretanian from 
the Eastern Arabs. (The question of its introduc- 
tion into Europe is dealt with fully by Kastner, 

" Manuel Gen^rale de la Musique Militaire,” and also 
in the present writer’s “Rise and Development of 
Military Music”). 
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TEE MILITABY BAEB. 

A traveller (Lumsden, “Trip to Algerine Terri- 
tory,” 1847) describes a military band of the Arabs 
as comprising “three wind instruments resembling 
clarinets, of a very rude construction, however; six 
small drums shaped like our kettledrums, but meas- 
uring only six or eight inches in diameter; like the 
kettledrums, each person took charge of two; three 
large bass drums played upon with a regular drum- 
stick at one side, and a switch at the other; and two 
pairs of brass cymbals.” This is little different to 
the military band of the Turkish Janissaries (Farmer, 
“Rise and Development of Military Music,” 1912). 


83 . 

TEE AT AMBOE, 

The Aiambor seems to be identical with the Tabl 
given by Lane (“Modern Egyptians”). Like the 
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Nakakeer, it belongs to military and processional | 
music. At the time of the Crusades it was adopted | 
by the Western armies for their military bands, '{ 
which hitherto had only been served by trumpets | 
and horns. In England this Eastern name for the | 

I 

side drum (Tabor) survived until as late as the | 
eighteenth century (Grose, “Military Antiquities”), | 
although it had been then generally superseded by | 
the word drtmi. In France, as Tambour, the | 
designation still persists. | 



ATAHBOR. 


• TEE ‘'DEBBOUKA.” 

j Lane speaks of two kinds of Derbouka, of wood 
1 and of earthenware. That used amongst the Arabs 
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of Mauretania appears generally to be of the latter 
(see Christianowitch, “ Enquisse liistoriqiie, and 
Campbell’s “Letters from the South”). It is about 
hfteen or sixteen inches long, and in being played 
is suspended by a cord over the left shoulder, and 
carried under the left arm. It is beaten with both 
hands and yields different sounds when beaten near 
the edge and near the middle. Macgregor in his 
“Eastern Music” says: “Its tone is full and musi- 
cal with a range of three notes depending on the 
mode and place of striking the top.” Among the 
upper classes, some beautifully designed Verbotikas, 
inlaid with mother-of-pearl, are used. 



The ''Rehab. 


TEE 

Tht Bendair^ as we may see from the illustration, 
resembles the T'aar, but the metal discs which jingle 
ill the rim are missing. Instead of these, there are 
snares stretched across the inside of the head, 
which give the instrument a tone like our side drum. 


BENBAIR, 


Rebab, says Lane (‘' Modern Egyptians is the 
general Arabic name for a viol. In its earliest form 
(which is given here and also in the frontispiece) 
it was probably not a bowed instrument, but 
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EA8IEEN KEBAB. 


played like a guitar. It was iound in tins loim in 
modern times among the desert Arabs (Crichton, 
“History of Arabia”), and also in Algieria to-day 
with the Kabiles. When it became a bowed instru- 
ment is difficult to say. Fetis (“Antoine Stradi- 
vari,” 1856) says that a bow with a fixed nut may be 
seen among the ornaments in a collection of poems, 
of an Arab MS. of the time of the first caliphs 
(seventh century) at the Imperial Library of Vienna. 
Al-Farabi is usually referred to as the first to men- 
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I tion the Re bab. But it is mentioned by Ali of Ispa- ^ 

I ban as being used by the musicians at the court at f 

I Bagdad two centuries and a half before this. Al- | 

I j 

I Farabi speaks of Arrabil. This is none other than i 

i the Rebab. Heron-Alien, the diligent historian of | 

I the violin, mentions having seen in the Basque | 

I provinces the Rebab under the name of Rabel; whilst | 

I our own Chaucer speaks of the Ribible. This in- I 

I strument, shown above as the Eastern Rebab y was, I 

I no doubt, used by the Arabs and Moors at the time | 

I of their conquest of Spain, and may be counted as | 

» ■ * 

f one of the precursors of our violin. Kathleen | 

I Schlesinger (“ Precursors of the Violin Family one | 

I of the most careful and diligent of musical anti- | 

I quaries, has not accepted this flat-chested Eastern | 

I Rebab in the ancestry of the violin, for these reasons : | 

I Because: (i) it is entirely different to the European | 

I Rebec; (2) it is held like the violoncello; (3) there | 

I are no proofs of its antiquity. None of these | 

■:.'k ^ 

I reasons appear to be valid enough for rejecting the | 

I Eastern Rebab ^ as : (i) the Rebec did not come from | 

I the flat-chested Eastern Rebab, but from the Oud, | 

I which, as we shall see later, was the parent of the | 

I vault-chested Moorish Rebab; (2) other recognised | 




Notes on Arab Music. 


precursors of the violin were played violoncello-wise, 
e.g., the guitar-fiddle given by Miss Scblcsinger in 
Fig. 176, which is admitted to be “by no means a 
solitary example of this position’*; (3) the very 
primitive construction of the Eastern Rebab is itself 
sufficient evidence of its antiquity.^ It is used 
everywhere by the Arab race, save in Mauretania. I 
feel convinced that Miss Schlesinger is wrong in 
neglecting this flat-chested Eastern Rebaby and pre- 
ferring to treat with the vault-chested Moorish Re- 
baby which is simply the bowed Oud, The valuable 
references which she has given to the vault-chested 
Rebab from Susa and the Sassanian silver dish, 
merely confirm the antiquity of the Oud and not the 
Moorish Rebab, 

There seems every reason for believing that it was 
the flat-chested Eastern Rebab which the Arabs and 
Moors brought to Spain. A Rebab is mentioned by 
Al-Farabi as one of instruments used by the Moors 
of Spain, and that this was the bowed flat-chested 


^ la Appendix E of her Precursors of the Violin 
Family,'' the reference to a rectangular cittern found in a 
fresco of the Omayyad or Abbaside dynasties, may modify 
this doubt of the antiquity of the flat-chested Eebab 
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Eastern Rehab is evident from a contemporary Arab 
writer, Ali of Ispahan, who says in the “Liber 
Cantilenarum'* (Fol 69) that it was played on a foot 
or peg- violoncello-wise. It appears, however, that 
at a period subsequent to this (i.e., after the tenth 
century), another kind of Rehab came into use — the 
vault-chested Moorish Rebab. How this came 
about we can only surmise. 

During the Middle Ages we find the same string 
instrument played in various ways, by hand, plect- 
rum or bow. This practice was evidently common 
with the Arabs as it is to-day, and the Oud^ which 
was their most important instrument, was no doubt 
one such instrument played alike by hand, plectrum 
and bow. But as the term Rehab given gener- 
ally to all bowed instruments (Lane, “ Modern Egyp- 
tians”) just as Tanbura was common to all wire 
stringed instruments (Niebuhr, “ Travels through 
Arabia”), it is possible that the bowed Oud became 
known in the course of time, as a Rebab, and eventu- 
ally this bowed Oud, (now the vault-chested Moor- 
ish Rebab), was actually preferred so much to their 
flat-chested Eastern Rebab that the latter was 
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allowed to fall into neglect* This is the reason 
why to-day, the Mauretanian Arabs, the descendants 
(and how proud they are of it) ^ 

of the Moors of Spain, pos- 
sess the vault-chested 
Rebaby whilst the entire re- 
maining Arab race has the 
flat-chested Eastern RebabA r 

With Europe, the very oppo- \ 

site took place, for although it 
kept the hand and plectrum, j 
played VOud in the Lui€y y 

which has survived in the /I W 
modern Mandoline ^ it aban- 
doned the bowed Oud (or moorish rebab. 



* The fourteenth century Spanish poet, Ruiz (quoted by 
Riaho, Notes on Early Spanish Music refers to tho 
shrill tone of the Moorish Behah (Bave Moriscajy which was 
most likely the vault-chested instrument. We see the same 
preference for the vault-chested type in the Oud. From 
the types given in the Spanish ‘‘Cantigas do Santa Maria” 
(thirteenth century), the Moor seems to have a vault- 
chested instrument like our Mandoliney whilst the Spaniard 
favours a fiat-chested instrument like our Giiifar, 

1 Shaw, who visited Mauretania in the early eighteenth 
century, refers to the Arab and Bedouin population having 
the ArahehhaJi (^‘the bladder and string”) which was evi- 



235 


The ‘^Rebabr 




Moorish Rebab)^ after it reached the Rebec and 
Geiee stage. On the other hand, it developed the 
flat-chested instruments, the Eastern Rehab especi- 
ally, which with the flat-chested Pandora (the 
durria of Spain) contributed to the parentage of 
the modern violin. 

If we compare the European Rebec y Rub ebay etc., 
of the twelfth and thirteenth centuries, we will fliicl 
them almost identical with the instrument used by 
the Mauretanian Arabs of modern times. The truth 
is that whilst Europe has progressed with civilisa- 
tion, the Arabs have remained stationary, and the 
instruments of the modern Arabs are practically in 
the same state as they were at the fall of the Arab 
polity in Spain. 

Yet here a problem arises. In Mauretania to-day, 
whilst the Moorish Rebab retains its original designa- 
tion and form, the Kemendjah has grown out of 
all recognition to its original type. Now the 
original Kemendjah may be seen in Lane’s Modern 


dently the flat-chested Eastern Behah. He speaks also of 
the superior music of the Moors and says they possessed the 
Behehh of two strings played with a bow, most likely the 
vault-chested Moorish Behah. 
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Egyptians,” and on page 169 of the present 
work. In the Persian language, says Lane, it .means 
“a bow instrument,” and indeed it seems to be of 
Persian or Indian origin. Villoteau says that it is 
Persian, and in the lexicons means “a viol,” whilst 
Fetis would derive it from the Indian Omettk 
The instrument (at least by name) was un- 
known to the early Arabs of Spain, and is 
not mentioned in Arabic works until the four* 
teenth century. It is also unknown to travellers in 
Mauretania during the seventeenth and eighteenth 
centuries. Shaw, in his “Travels in Barbary,” J757, 
devotes a whole chapter to music, but does not men- 
tion the Kemendjah by name. Lie does, however, 
refer to the Arabebbah^ the Rebebb with two strings, 
and “a long-necked kitt or hddle, played upon like 
the rebebb.” This latter would appear to be the 
Kemendjah. 

With the Eastern and Egyptian Arabs, the Kebab 
has made no progress, and remains to-day almost in 
its primitive form. It was these people who pro- 
bably first adopted the Persian Kemendjah of two 
strings, as an improvement upon their own cumber- 
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some one-string instrument, and thus it probably 
became the custom of looking upon all improved 
bowed instruments under the general designation of 
Kemendjah, as has been suggested by a recent writer 
(Harold Sheridan) in ‘‘Cairo Scientific Journal^’ 
This notion (although it is in direct 
defiance of the conservative Mus- 
sulman spirit) may have taken 
ground in Mauretania, but how it 
grew from its primitive state with 
the cocoanut sounding-board, to the 
present Moorish K emend jah^ which 
is almost identical with our violin, 
is not easy to grasp. Villoteau 
found an improved kind of instru- 
ment in Egypt, which tended towards the model of 
our modern violin, and from this, and the examples 
of Fetis, such as this K emend jak (see illustration) 
one might be tempted to believe in a gradual evolu- 
tion up to the present Moorish Kemendjak given 
below, but the clear-cut European features of the 
latter are unmistakable. 
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TRB ^^KOUITBA.^^ 

The Kouitra^ which seems to belong specially to 
the Mauretanian Arabs, is a derivation of UOzid, 
an instrument common to Eastern Arabs. But the 
former is smaller, has no frets, and the head, instead 
of being turned at a right angle, is almost straight 
In Persia it is called Siiar, which means literally 
four strings.’' It is mentioned in two sizes by A 1 
Farabi with the i\rab3 of Spain in the tenth century, 
and also by Ali of Ispahan. Addison in his '' West 
Barbary” (1671), speaks of Fez possessing good 
teachers of the Kozdira, Shaw ('‘Travels in 
Barbary,” 1757), who visited Mauretania in the early 
years of the eighteenth century, and speaks of the 
music of the Moors as “more artful and melodious” 
than that of the Arabs and Bedouins, says also that 
they had a greater variety of instruments, and among 
them Quetaras (Kouttras) of different sizes. 

As the Rebab passed into Europe as the Rebecy 
VOtid as the LutCy etc., so the Kouitra became the 
Gzutar, Concerning the latter, however, Salvador 
believed that the Arabs got the instrument from 
the Greeks, through the Romans, who brought it to | 
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Spain, where the Arabs found it, (Salvador's Essai 
sur Torigine de quelques Instruments,”) 


KOXJITEA. 

Kathleen Schlesinger (‘'Precursors of the Violin 
Family”) shows, like Salvador, that the Guitar is 
derived from the Kitharay and says that in Arabic 
of the present day the word kithara is still in use, 
but the Arabs of North Africa pronounce it githara 
(with a hard ‘ g ’ and a ' th ’ as in ‘ thick ') ” This is 


r 
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a very sweeping statement which, according to Sal- 
vador (‘'Essai sur Torigine de quelques instru- 
ments ”), requires some modification. Salvador says 
that whilst in Algeria the pronunciation is Kottiim^ 
it is more soft in Tunis, and in Morocco is simply 
Kkra, This agrees with the mediaeval Hispano- 
Arab word Cuitre or Ctiitara. Where the hard '*th^' 
is to be found, says Salvador, is in Alexandria, where 
the t ” is pronounced “ th as we do in English. 
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THE IWHIOM, AmBABBT, 

In the sol-fa used by the Moors we again 
have evidence of the Greek basis of the music of the 
Mauretanian Arabs. If they had maintained the 
old Arabic-Persian theory, they would, instead of 
the sol-fa, referred to by Salvador, speak of A as 
Alif, B as Bay C as GiMy D as Daly E as Hky F as 
Yauy G as Zatin, Crichton, in his ‘‘ History of Ara- 
bia,” says : ‘‘ It is highly probable that the terms 
soly fay uty etc., used in the old mode of teaching 
music, were borrowed from the Moors of Spain.” 

Pocock, in his “Flowers of the East,” holds a simi- 

■ ^ • ■ 17 
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f lar view to this. Fuertes (“Historia de la Musica 
f Espafiola”) also makes this claim for the Moors. 
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TEE “GUNIBBY.'’ 

The Gtmibry, which is favoured by the Kabiies, 
belongs only to the Mauretanians. It is like the Tan- 
bura^m. instrument common to 
Eastern Arabs, and played like 
it with a plectrum but differs in 
having no frets. Now, the pres- 
ence of the fretless Gumbrymd 
Kouitra with the Mauretanian 
Arabs, and the presence of the 
fretted Tanbura and VOud with 
Eastern Arabs, again bears 
evidence to the independence 
of the musical system of the 
former. Beside the Gunibry 
and Kouitra^ the flutes and oitnibry. 

* The Tanbura, through its phonetic variations, Fan- 
dura, Pandola, Mandura, became the Euror)ean Mandola 
and so the Mandoline . in 0rove's Bictionary.’O 






oboes of the Mauretanians differ, at least by 
name, from those of the East The Mauretanians 
have the Gosba (or Djaouak) and Raita, whilst the 
Eastern Arabs have the Nay and Zemr, In a list 
of two hundred Arab and Persian instruments given 
by Kiessewetter Musik der Araber no mention 
is made of the Mauretanian Gosba, Djaouak, Raita 
or Gimibry^ which shows how the author's researches 
were particularly confined to the Arabs of the East 
and Egypt. 



TRB ARAB OBCMESTEA, 

An Arab orchestra to-day usually comprises, be- 
sides singers, the Kemendjak or Rebab (sometimes 
both), the Gosba, the Kanoun, the Koidtra, the Taar, 
Derbouka and Znoudj, etc. This has been its con- 
stitution for centuries. Lane, speaking of Egypt, 
describes the position of these musicians when per- 
forming. “The performer on the Kemendjak usu- 
ally sits on the right hand of him who performs on 


* Unless it is the same as Gunawe, 
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I the Kanonn, or opposite (that is, facing) the latter, 
I on the left hand of whom sit the performer on DOtid 
I (the Koidtra in Mauretania); and next to this last 
I is the performer on the Nay (the Gosha of Maure- 
I tania)/^ In an engraving (circa 1800) of an Arab 
I orchestra in the writer's possession, the performers 
I are ranged in one line, from left to right, thus : Taar^ 
I Kotiitray Goshay Kemendjah and Bendalr. Chris- 

i tianowitch says that in the Turkish songs and melo- 
dies, Le., the martial music, the Raita and Atabal 
1 are introduced. 


AVICENRA ON JilUSIC. 

Avicenna, the famous Arab philosopher of the 
eleventh century, had said Arab music comprised 
two parts : the telif (melody) and the iMa (rhythm 
or measure). 


INFLUENCE OF MUSIC UFON TEE ABABS, 

“ The natives of Egypt/' says Lane, ''are generally 
enraptured with the performance of their vocal and 
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instrumental musicians : they applaud with frequent 
exclamations of /Allah!* and ‘God approve thee!’ 
'God preserve thy voice!’ and similar expressions/ 
J or sen in his notes to the Arabic version of the "Ara- 
bian Nights’* says: "The effect produced by music 
upon the people of the East is often very powerful 
When under no restraint, they give way to the ex- 
citement of the moment, and vent their feelings in 
exclamations and cries. I have been frequently told 
of men being completely overcome, falling sense- 
less and fainting under the influence of music/ 
Naumann says that "F. G. Welcker, the archaeol- 
ogist, repeatedly saw Dervishes dance till they fell 
to the ground in spasmodic fits, ofttimes foaming at 
the mouth*’ ("History of Music**). The literature 
of the Arabs is full of the wonderful effects pro- 
duced by their music This, as Salvador points out, 
may seem strange to Europeans, especially when we 
see C Notes 6) how distasteful this music is to them 
generally. Besides Salvador, who believed in this 
power of Arab music, I have only read of one other 
personal testimony of a European to this effect of 
music upon the senses. Edmond de Amicis, in his 
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“Morocco” (1897) tells us when he first heard Arab 
music he felt “bewildered, with my brain in a 
tumult, and a curious, unfamiliar impression of my 
own personality.” And this was produced by “a 
few notes of a thin human voice and a discordant 
guitar.” And yet he says, “ in that continual repeti- 
tion of the same motive, almost always a melancholy 
one, there is something that little by little steals 
over the soul.” 


4S. 

TB.B “liUMMEL-MEIA” MOVE. 

Here is the scale of the Rununel-Meia mode : 
Rommbl-Meia. 



Rummel-Mela is mentioned by both Christiano- 
witch and Rouanet. The latter gives several exam- 
ples, a Tchenebar Rummel-Meia “ Noubet el Sultan,” 
a Mesiekber and Neklab “Ya Badi el Hassni ahla 
ya Merhaba,” a complete Nouba Rummel-Meia, and 
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stvttzl Kadfiat senda and ZendanL The scale, ac- 
cording to Rouanet, is A, B, C, D, E, F sharp, G, A, 
which is totally different from Salvador’s scale. 


44 . 

TEE ^^VSAm-BEBAW^ AIOBE. 
Here is the scale of the V sdin-Sebah mode : 

L’SaYn-Sebah. 






Neither Christiano witch nor Rouanet mention this 
mode, U sdin-Sebahy and Salvador has left no ex- 
amples. In Rowbotham’s “History of Music” (page 
577, Vol, III) there is an Arab song taken from a 
MS. collection of Turkish, Persian and Arabic songs 
of the seventeenth century, in the British Museum, 
which has the character of L sdin-Sebah. The 
“Osmanie Imperial March” given by Hatherly in 
his “Treatise on Byzantine Music,” seems to be in 
this mode, the second part undoubtedly. It cer- 
tainly cannot belong to any of the eighteen chro- 
matic modes which Hatherly specifies for the Orient. 
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In these modes, by the way, I can only trace one of 
Mauretania : and that is Asbein. 


TEE MODE, 

Here is the scale of the Zeidan mode 


The scale of ZeidaUy says Rouanet, is A, B fiat, 
C sharp, D, E, F, G, A. This scale, according to Sal- 
vador, is Asbein. The latter points out that these 
two modes are frequently confused in Algiers, and 
perhaps Rouanet has mistaken the scale, as it is 
really difficult to discriminate between them. In the 
examples given by Yafil and Rouanet, a Touchiat 
Zeidan^ a Mesiekber and Neklab Zeidan “ Ya Racha 
el Fitane,” and several Kadriat senaasnid Zendani, it 
is possible to read both scales into them, Christiano- 
witch gives a Nouba Zeidan, but with the exception 
of the first movement, it cannot be interpreted with 
Salvador's scale. The examples given by the latter 
in his ''Chansons Arabes’' are: a song, "Soleima” 
(given below), and a movement (KMlas) from 
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the Noiiba Zeidan known as Gazelle.’' One of 
the famous musicians of the Moors of Spain was a 
Ben Zeidan, 


Here is an example in the Zeidan mode given as 
it is usually sung, i.e., a fourth higher than its modal 
base, but still preserving the modal character. 
Transpositions are customary with the Arabs (see 
No. 10 of these ''Notes"*), 


*'SOLElMA/* 

(Mode Zeidan.) 


Andante 9 
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I THE “ASBEIN" MODE. 

I Here is the scale of the Asbein mode : 


I 


Asbbik* 


iti 


The mode Asbein is not mentioned by Christiano- 
witch nor Rouanet Salvador published a Moorish 
song from Tunis in this mode which I have not seem 
The example below from Salvador’s ‘‘Chansons 
Arabes” is an old song of the Moors of Spain, and 
although Salvador does not specify the mode, it is 
I believe although the latter part (from *) is 

Mela. In the Eastern Arabian and Persian system 
there is a mode Isfahan^ with the same scale as As- 
bein. It is possible that the word Asbein is a cor- 
ruption of 

Here is an example in the Asbein mode . 


* XUJL Akgkl of thr Deskrt” 
(Mods Asbein.) 


A la Vitlsc 
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OTEEE ABAB MODES. 

Both Christianowitch and Rouanet mention other 
modes which do not appear in Salvador’s list. The 
former speaks of five : Medjenneba, Rummel (Kami), 
Gkrib^ Rdsd (Roust) and RhaouL These, with the 
exception of the last, are referred to by Rouanet, 
who adds another, MouaL These six added to the 
twelve of Salvador’s make eighteen, the number of 
modes in the Eastern Arabian and Persian systems. 
Against this half suggestion we must remember that 
Salvador says the Mauretanian Arabs claim to have 
fourteen modes (although he could only find twelve), 
whilst Christianowitch also names fourteen and 
Rouanet^ fifteen, but only give proof of twelve, 
although not the same as Salvador. At the same 
time, there are several modes mentioned by Salva- 
dor which are ignored by the other two writers. 
Christianowitch does not mention Djorka, and 
Rouanet does not mention Rdsd-Edzeil, whilst 
neither of them refer to Vsciin-Sebah nor Asbein. It 


^ AkFarabi, the tenth century Hispano-Arab theorist, 
speaks of sixteen modes. 
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is, of course, not improbable that some modes may 
be known by several names. Let us look into this. 

The Moual mode, says Rouanet, is the same as 
Meia, and certainly the Mestekber and Neklab Moual 
called ‘'Djar el Haoua Ouhrek,” as well as all the 
Zendani Moual, in the Repertoire ” bear him out. 

Rhaout, says Christianowitch, has been entirely 
lost, there being no examples extant. There is, how- 
ever, a mode by this name in the Eastern Arabian 
and Persian system, with a scale, A, A sharp, C 
sharp, D, D sharp, F, G, A, which has the features of 

Of the mode Rdsd, there is no trace of the scale, 
says Rouanet, yet he mentions a Notiba Rdsd, and 
says the Touchiat Mezmoum is played with it, there 
being no Touchiat Rdsd. From this it would appear 
that R&sd and Mezmoum had something like a com- 
mon scale to permit their use together in a Nouba 
Gharnaia, There is a mode Rdsd in the old Eastern 
Arabian and Persian systems, the first tetrachord of 
which resembles Mezmoufn, Its scale is A, A sharp, 
C, D, E, F sharp, G, A. 

* The wandering minstrels in Arab Spain were called 
Bhaoms, 
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Rouanet mentions Medjenneba but does not specify 
its scale. Yet, since he says that the Tovchiat 
Hassine (which agrees with Salvador’s IJsam) is 
played for either the Nouba Hassrne or No aba Med- 
jenneba^ these two modes may have a common scale. 
Christianowitch gives a Nouba Medjenneba which 
has the characteristics of Irak. 

Of the mode Rmnmel^ there is a Nouba Rummel 
(Rami), in Christianowitch, and a ToucMat Rummel 
(Remel) in Rouanet In neither of these have I been 
able to determine a common scale, and even Rouanet 
does not seem to know it. It sometimes looks like 
DjorkOy and possibly they are one and the same. 

Rouanet also confesses his inability to grasp the 
scale of the mode Ghrib, although he gives a 
Touchiat Ghrib, whilst Christianowitch gives a 
Nouba Ghrtb. Again, I cannot locate a. common 
scale for this mode. 

From all this we may hazard a summary, although 
a very doubtful one: 

Moual = Meta. 

Rhaouirz^ ?. 

I 

5 Rdsd = Mezmoum. 

i Medjenneba = Usam, Vsazn-Sebah or Irak. 

\ ■ j 
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I Rummel == Djorka. 

I Gkrib = ?. 

I Perhaps it is more likely that these are the names 

i 

I of some ancient inodes, which are not in practical 

« .. . 

I use to-day save in relation to the ancient Noubet, 
I and even then have lost their modal characteristics. 
I ‘ It is significant that in the Yafil and Rouanet 
I '‘Repertoire/’ the names of these modes only occur 
I in the ancient music of the Moors of Spain, and not 
I in the modern Arab, Moorish or Turkish music of 
I Mauretania, 
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I This claim of Salvador’s for Jean de Muris and 
I the invention of notes, was the current view. 
I Coussemaker, however, disproved it It is strange, 
h however, that whilst European music in the tenth 
I century had but three note values, the Arabs of Spain, 
I according to Ali of Ispahan, had four^ and a cen- 
I tury later had eight. (Fuertes, ‘‘Historia de la 
I Muska Espafiola.”) 
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lUBMONY UNKNOWN TO AEABS. 

Parry^ in his *'Art of Music/’ when treating with 
the rise of harmony, and endeavouring to show an 
inherent desire for it, speaks of the ‘^practice of com- 
bining several tunes together’’ by ‘^several, savage 
and semi-civilised races .... for instance, the 
Bushmen at the lower end of the human scale, and 
the Javese, Siamese, Burmese and Moors about the 
middle” With other than the Moors we have no 
concern here; but wuth them, I protest that there is 
not the slightest evidence of any such practice as 
he suggests. It is an entire misreading of the struc- 
ture of their music. It is the '‘gloss” that has 
misled his “authorities,” who in turn have misled 
him. Even so careful a writer as Ernest Newman 
follows Parry in this so far as for him to assert^ 
that “phenomena like these undermine the crude 
and hasty inference that Orientals and savages have 
no notion of harmony” He surely cannot accuse 
Villoteau and Salvador of “crude and hasty in- | 

ferences ” ! At any rate he sets out to prove his | 

... 

* ^‘Musical Studies’^ Spencer and Origin of Music”). * 

I 
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argument by saying that '^with many instruments g 

I 

of various shapes and sizes, it is incredible that the 5 

performers should all have been playing the same | 

notes,” and quotes Emil Naumann as his authority. | 

Now although Ernest Newman admits that the | 

result “ could not have been harmony in our accepta- | 

tion of the word,” we must remember that Emil I 

Naumann (his authority) distinctly means our ac- | 

ceptation of the word, since he speaks of these vari- | 

ous instruments sustaining the melody by chords^ | 

arpeggio or otherwise.” What is more, Naumann's I 

English editor, Sir F. Gore Ouseley, took the mean- | 

ing in our acceptation of the word, and rebuked | 

Naumann for ^‘an assertion which is in total opposi- | 

tion to the present practice of Oriental nations, as | 

well as to all their indigenous traditions” Again, | 

let it be stated clearly that so far as the Moors are | 

concerned, and indeed all purely Arab music of | 

Mauretania, Egypt, Syria and Arabia, harmony is | 

unknown. Shaw, speaking of Mauretania (^‘Travels | 

in Barbary,” 1757) says there is no contrast or 1 

variety of parts” in their music Niebuhr, in his | 

^'Travels through Arabia'^ found that '‘all | 

the instruments play in unison ; unless it happen that 1 

18^ I 
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one or another, take the fancy to play a continual i 

' ' '■ *' '' 1 ' ' ' ■' ' ' ' ' ■ ' "'I 

bass.” Ouseley (a learned orientalist, so interested s 
in Arab and Persian music that he began translating | 

the ancient music treatises of the East), tells us in | 

I 

his “Travels” (1815) of the absence of “harmonious t 

' ■' 1 

combinations or counterpoint.” Edmond Yafil, the | 

■ ' ' ' ' •" ' ■ ' ' •' ' A ■" ' ' I 

director of the Ecole de Musique Arabe in Algiers, | 

says positively: “la musique arabe n’admet pas les | 
sons concomitants et en est restee a la symphonic | 
d’unissons et d'octaves d'Aristote.” Jules Rouanet, | 

'■ , ■ ■ ■ ' ' ■ ■ ■ ■' I 

Of&cier d'Instruction Publique, Algiers, and late y 

director of the Ecole de Musique du Petit Athenee, 
Algiers, also insists in his “Repertoire de Musique § 

• . . m, 

Arabe,” that harmony does not exist with the Arabs. ^ 

Indeed, in the correspondence that I had with MM. | 

Yafil and Rouanet I found them so strict on this | 

point, that they severely censured Salvador for dar- | 

ing to harmonise Arab music. The “gloss,” as we | 

have said, is responsible for this false notion con- | 

cerning Oriental music. In Arab music we have the | 

“singing instruments” (as Salvador calls them) and | 

the voice, which start out to intone the theme | 

proper. Then, each instrument takes the theme | 

which it improves with the “gloss” in its | 
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own particular f ashion : the Kanoun has its rapid 
scales, the Kouitra repeated notes (a la Mando- 
line) and left hand pizzicati, the Kemendjah its 
ornaments without end, to which must be added the 
gamme trainee of the singer. It is these several 
“glosses” of the theme played together that have 
led the uninitiated to conclude that different themes 
were in progress. 


FELlOim DkVlT) AND ABAB MUSIC. 

Salvador's complaint against Felicien David for 
“ bowdlerising ” Arab melody, has substantial 
grounds. In spite of the claim of Francis Hueffer 
(Grove's “Dictionary”) that David is “almost the 
only composer of his country who can lay claim to 
genuine local colour,” and that “his Arabs are Arabs, 
not Frenchmen in disguise,” anyone who cares to 
look into “Le Desert” will see for himself how 
David has “modified” Arab melody to suit our har- 
monic and melodic tastes, and that his Arabs are 
very much “Frenchmen in disguise.” Moreover, 
despite the fact that David had travelled for many 
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years in Asia Minor and Egypt, his published speci- 
mens do not reveal much original research, since so 
many of them are to be found in La Borde, Villot- 
eau and Lane. Naumann refuses to admit that 
David copied his material from these writers, and 
argues that the identity is simply “ further proof of 
its genuineness.” Against the '^genuineness” of 
David, it must be remembered that one specimen of 
Arab music that he "palmed off” to Europe, was 
afterwards identified with a work written in his St. 
Simoneon days, for the " brotherhood.” 
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TR-E OBIGIN OF TEE MOOES, 

It is worth noting that Fetis recognised six of the 
Mauretanian modes as identical with those of an- 
cient Egypt. This led him to argue that the Moors 
under the name of Berbers came from Egypt This 
theory should be compared with Salvador's, which is 
contained in an interesting lecture before the Societ6 
des Compositeurs de Musique, entitled " Les Chants 
cabirique ou gallique.” 
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COREIGENDA. 

For 2foul)as read “ Noubet.” 

After Journals add “ which I have been un- 
able to trace.” 

After modulation add “rhythm. 

For j'crolfe read “revolte.” 

For FaZics read “Valles.”^^ 

For rcgimi read “ regime.” 

For Gleni&nt read “ Clement.” 

For Clement read “ Clement.” 

For Mandolin read “ Mandoline. 

For Brtocfc read “ Enoch.” 

For is read “ are.” 

Delete these. 

For gives read “give.” 

Delete The. 

For Hypo read “Hyper.” 

For Macgregor read “ Macgrcggor. 

For JVav read " Nay.” 

For Kiessewetter read “ Riesewetter. 
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The Rise and Development 


OF Military Music 


BY 

HENRY GEORGE FARMER 


(With an IniroducUm Lkut, A* WUlmm$f 
Mm,Doc», BmidmasUr Gunadief Gumis} 

13 lllnstratieiis 

Feess OpimoKS. 

** The Standard ” says : More than welcome. .... The 
history and evolution of the hand .... and a mass of 
other exceedingly interesting particulars are told in a man* 
ner wMoh cannot, fail to make the work a r^ahiable addi- 
tion .... to this department of musical art.^^ 

*^The Daily Telegraph^* aays.: considerable array of 

facts and a good deal of \0ut*of4he*way information,.^* 

^*Th6 Yorkshire Post** ■ says:'" ** Shows a consMerahk 
amount of research . . and the information it gives re** 
garding modern times..' ........ is often valuable.** 

“The Musical Standard** says: “Summarises the fact# 
in a masterly manner, which cannot fail to interest,** 

“The Music Student** says: “Much needed liiertture.** 

“The Dnited Service Institution Journal** says: “1 
compendious history.** 

“The Stage** says: “May fee recommended heartily. 
A capital and .... commendafeiy exhaustive treatiw/* 


Lonbon ? 

WIDLIAM BEEVES, 88 OHAEIN0 OEOSS EOAD, W.C. 






Pbiob 5s. 


MEMOIRS OF 

THE ROYAL ARTILLERY BAND 

ITS ORIGIN, HISTORY AND PROGRESS 

BY 

HENRY GEORGE FARMER 

14 Illustfatlons 
Press Opinions. 

“ The Standard ” says : “ Much interesting and out-of-the 
way information concerning the origin and development ot 

military music in England A mass of details. 

“The Daily Chronicle” says: “An interesting history. 
.... quaint old lore relating to the earliest military musio 
in England.” „ 

•‘The Times” says: “A record of considerable research. 
“The Daily Telegraph” says: “Very interesting 

reading/’ . ^ 

''The Musical Times” says: ''We have nothing but 
praise for the book .... which shows a considerable 
amount of original research * • • Much information on 
branch of music that is comparatively little known. 

"The Monthly Musical Record” says: "This work will 
be thankfully received.” 

"The Orchestral Times” says: "A most exhaustive 
history.” 

"Grove’s Dictionary” says':' "An excellent book of its 
Mnd.” 

Lonbok: 

WILLIAM REEVES, 83 CHARING CROSS ROAD, W.C. 
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CRITICISM 

/ESTHETICS 

ESSAYS 


**Mr W Reeves, who has established his claim to oe regaraeu 
reooSsed’ publisher of English Musical Literature, has ^ strong list of 
boolS for the amateur and the professor.’ — PudLsIiers Ctreular. 

“William Reeves, who makes the propagation of works on music his 
fipeoiaUty/’-Musie Trade Review, New Vorh. 

“Mr William Reeves, the publisher, beyond all other publishers, of the 
literature of music. ’—St'he Expository Times. 

“The best and safest method for the inexperienced adopt, la to maite 
fn leadint? and trustworthy publisher of musical books of 
tff o^M In wrtion relying on his j’udgmont and the traditions of Ins honse 
to snppiV Xt i.“Se Ind suitlhle. Without being invidious, we may 
sV tSKh a publisher is Mr. W. Ileeve..”-2«oar. 

" The Press whioh in teoent years jiM “ 

that is of intrinsio value. —Sm^oW Daily Iniependent, 

Mr. Peeves is a famous publisher of musio.”— Musicol Star. 

“ Mr. William Beeves, the well-known London publisher of musical hooka. 

ta”S??Uopp?Seurma.ioa! on ASgleterre.”-(Jusrxvs Eobebt in the revue. 

iSffooi^t^l ilnternationale de} Mlustquej. 


s of this Catalogue B are issued in the 
and Autumn or oftener. 





Annaunsements. 


THE STUDENT’S GUIDE TO THE ART OF TEACHING 
THE PIANOFORTE. By Cviut R. H. Hoebooks, 
J It -1 U I T.O.L., A.It.C.M. With an Extensive and 
Carefully’ Graded List of Studies powso of the 

Great Masters. Numerous Musical Lxainyles, i 
pages. Crown 8vo, cloth, 4s. 6d. 

limited exx^erience in the art# 


NATIONAL NURSERY RHYMES. Aiu'anged as a School 
Chorus for Boys and Girls. By N B. Moomi ^muh. 
With Pianoforte Accompaniment, ovo, is. 


HISTORY OF THE VIOLONCELLO, the Viol da Gamba, 
their Precursors and Collateral Instruments. With 
Biographies of all the most Eminent Players ot 
every Country. The Result of Thirty Years 
Original Research. By Edmond J. S. van dek 
SiEABTON. Ulustrated with Portraits, Musical Exam- 
ples, Facsimile Letters, Reproductions from Rare and 
Curious Paintings and Engravings. Nearly 700 pages, 
8vo, cloth, 21s. lief. Descriptive prospeetvs on ojipJica- 

Also”a limited edition in two volumes, with Additional 
Illustrations. £1 Us. 6d. net. 


j'HE VOICE AND SINGING, Practically Explained,. Con- 
densed and Comprehensive Information by an Experi- 
enced Singer and Teacher. Cloth, 2s. {paper. Is.). 


THE MUSIC OF THE ARAB. By Feancesoo S.aovadoe- 
Daniel (director of the Paris Oonservatmre of Mime 
under the Commune of 1871). Edited with Additional 
Material, consisting of an Introductory Memoir, Addi- 
tional Notes, niustrations of Arab Instruments and 
numerous Musical Examples. By H. 6. Fabmee 
(author of “ Rise of Military Music," etc.) 5s. net. 


SOME ROMANTIC AND MODERN MUSICAL COMPOSERS. 
Critical Studies. By John F. Runoiman. 

CoifiENTS : Eomanticism— Weber and Wagner— Berlioa--Verdi—Soha- 

mann — TobaSfcovsky — DvorAk — Ctaer Franck — Neo-Romanticism — Grieg 
— Strauss — Delius— -Elgar — Massenet. 


■i 

■"'I 

■^'1 


Announoemnts, 


HOW TO ACCOMPANY AT THE PIANOFOI^TE. By 
Edwin Evans, Senior, With Music Examples through- 
out. 


CHATS WITH VIOLINISTS. By Wallace Ritchie (author 
of '^Advice io Viol/n. Students’^ J, With Illustrations. 
Crown 8v(), cloth, 2s. 6d. net, 

Ghaptkiis : On the Importance of being Accurate on Various Details; On 
the Violin and its Fittings ; On Heading from Sight and Playing from 
Memory; A Few Violin Secrets; Some Valuable Technical Exercises; Hand 
Detclopment. for Violinists, including Eighteen Excellent Finger Gym- 
nastics ; Bundry Useful Hints. 

I here lay before the public that information and advice which I have 
hitherto been content to reserve for the sole use of my own private connec- 
tion of jmpils. During a considerable experience, both as a student and as 
a teacher of the violin, I have naturally pieced together quite a variety of 
small hints and it<uus of information which, though modest enough indi- 
vidually, have been found on the whole to be of no inconsiderable value, 
not only with regard to my own playing, but also— and which is of far more 
importance — in enabling me to impart a knowledge of the art to others. 

There is no suggestion in this book which I have not over and over again 
impressed orally upon my impila as occasion required, and I may safely 
say that in every instance where my advice has been honestly put to the 
test liothing but the highest benefits have been derived. 


MUSIC IN EDUCATION. By Edw.\rd Dickenson. Crown 
8vo, cloth. 


WELL-KNOWN VIOLONCELLO SOLOS. How to Play 
them with Understanding, Expression and Effect. By 
Edmv.nd van dke Rthaeten. First Series, dealing with 
Eighteen Pieces. Crown 8vo, Is. 




AESTHETICS, ■ CRITICISMS, ESSAYS. 


GLUCK AND HIS OPERAS. With an Account, of Iheir Heln- 
tion to Musical Art. By Hector .Berlioz. Translated 
from the French by EdwIn Evans, Senior . C.'’own 8vo, 
cloth, 4s. net, 

A CRITICAL STUDY OF BEETHOVEN’S NINE SYM- 
PHONIES, with a Few Words on His Trios and 
Sonatas, a Criticism of ‘^Fidelio^’ and an Introductory 
Essay on Music. By EIbctoix Berlioz. Translated 
from the French by Edwin Evans, Senior. Portrait. 
Crown Svo, cloth, 4s, net. 

Those aimljses of Bcethoveirs syinplioiiics axo mastcrpioc?os of sound in- 
sight and clear oxin'ossion. Berlioz counts among the very small number 
of writers on music who deserve to be road also for their literary style. 

THE DEATH AND RESURRECTION OF THE MUSICAL 
FESTIVAL. By Rutland Boughton, 8vo, sewed, Is. net. 

The Decay of Trieniiials—^The Rise of Clompetitioiis-- The Reform of Com- 
petition s—The Festival of the Future. 

SOME ASPECTS OF GIPSY MUSIC. By D. G. Parker. 
Post 8vo, cloth, 2s, net (or paper covers, Is. net). 

SOME ASPECTS OF CHINESE MUSIC AND SOME 
THOUGHTS AND IMPRESSIONS ON ART PRINCD 
PLES IN MUSIC. By G. P. Gr.fen. Post 8vo, cloth, 
2s. 6d, netj paper covers, Is. 6d. net, 

HANDBOOK TO THE VOCAL WORKS OF BRAHiMS. An 
Historical, Descriptive and Analytical Account of the 
Entire AVorks of Johannes Brahms. Treated in the 
Order of thoir Opus Number. Preceded by a Didactic 
Section and followed by Copious Tables of Reference. 
For the Use of Concert-Goers, Pianists, Singers and 
Students. By Edwin Evans, Senr. Thick 8vo, cloth, 
10s. 

IMAGINARY INTERVIEAVS WITH GREAT COMPOSERS. 
A Series of A^'ivid Pen Sketches in which the Salient 
Characteristics and the often Extravagant Individu- 
ality of each Composer are Truthfully Portras^’ed. By 
Gkrald Cumberland. Frontispiece. Crown 8vo, cloth, 
gilt top, 6s. 

Composers treated of are : Chopin, Haydn, Mendelssohn, Paganini, Be 
hoven, Handel, Rossini Schubert, Liszt, Berlioz, Mozart, Wagner, 
kovgky, Cherubini, Hugo Wolf, Borodin, Schumann and Sullivan. 


JCHTIlETiaS, OIUTWISMS, ESSAYS, 5 

THE EIJTURE OF MUSIC, Coining Changes Outlined in 
Fogard to Composer, Conductor and Orchestra. By 
Lovis Ualoy [anthoy of Aristoxeno et la Alusique de 
I’ Aniiquitd,^^ ‘^Ciaude Debussy/’ ‘‘llameau,” ‘‘La 
Musique Chiiioise Translated by Alus. Franz Lie- 
BiuH. Bvo, ciolh, 2s. (paper, Is. net), 

jm SYMPHONY WjRITERS SINCE BEETHOVEN, Criti- 
cal Fssays on Schubert, Schumann, Gotz, Brahms, 
Tclmrkowsky, Briickner, Berlioz, Liszt, Strauss, Mahler, 
Mendelssolu), Saiiit-Snens, etc. By Feijx Weingart- 
NER. Translalod by A. Bles. Alany Portraits. Crown 
8v*o, cloth, gilt top, (is. 

,Mo3st litunnlatiiii:^ ami angg’pstivo, full of acute thinking*, of felicitoaa 
exproB8ioii/*--"AVw-* York, 

Tbo book ia t.M?rtah»ly well wortli reading.”— Z>a% Chronicle. 

“ A most fascinating book .... the works of the various coniposei's are 
oritiuaVly discussed in regard to form and orchestration.’’— 1/usieaZ Star. 

GREATER WORKS OF CHOPIN. (Polonaises, Mazurkas, 
Nocturnes, etc.), How they should be Played. By 
J. KhECZYNSKi. Translated by Miss N. Janotha and 
Iddited by Sutherland Edwards. Second Edition. 
With Portrait, Facsimile, etc. Crown 8vo, cloth, 5s. 

“ A new book on (diopin which will doubtless receive a warm welcome 

from the lovers of the greatest genius of the pianoforte What gives 

this book n unkjuc value of importance as a novelt.v is that it includes what 
i« left of Ghopin’s notes for a pianoforte method which, brief as it is, con- 
tains some valuable, and interesting hints wdiidi wdll benefit all pianists 
and students.”’* ■Xew York hJvmlnff Pof*t, 

MEZZOTINTS IN MODERN MUSIC. Critical Essays on 
Brahms, Tchaikovsky, Chopin, Strauss, Liszt and 
Wagner. By Jas. Hunekee. Third Edition. Crown 
8vo, clotli, gilt top, 7s. 6d. 

Essays filled with literary charm and individuality, not self-willed or 
over assertive, but gracious and winning, sometimes profoundly contempla- 
tive, and anon frolicsome and more inclined to “chaff than to instruct— but 
interesting and suggestive always .” — Netc York Trihmie. 

THE DEEPER SOURCES OF THE BEAUTY AND EXPRES- 
SION OF MUSIC. By Joseph Goddard {author of 
“The Rise of Alusk,” “The Rise and Development of 
Opera in Italy, France, Germany and England/" etc.). 
With many Aliisical Examples. Crown Svo, bevelled 
oloth, Ss. 6d. 
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JfiJBTEBTICS, CnmCIB3!8, BS8AI8. 


MUSIC AND MUSICIANS. Essays and Criticisms, by Eobbkt 
ScHXiMAKN. Translated, Edited and Annotated by 
F. R. Ritteb. Portrait of Robert Scliumann, photo- 
graphed from a Crayon by Bendemann. First Series, 
7th Edition. Thick cr. 8vo, cloth, 419 pages, 8s. 6d, 
Ditto. Second Series, Third Edition. Thick crown 8vo, 
cloth, 640 pages, 10s. 6d. 

There are two sidea to musical criticism, both equally interestingf ; the 
one, which is scientific analysis of musical form and treatment, possible 
only to experienced musicians, the other, which is the spiritual peroep 
tion of the msthetio side and influence of music, possible for any great 
mind whose perceptions are keenly cultivated in the highest canons of 
any art. Schumann represented the ideal musioiil critic, in that both 
of these essential points in criticism are to be found in his writings. 

Scarcely find words sufficiently strong to express our delight ♦ * * » 
book so rich in thought, so full of humour, so remarkable for its refined 
sarcasms, so original in its criticisms, so sprightly and elegant in laU’ 
guage.— K arl Merz in the Mwical World. 

*' A disquisition upon the value of Schumann’s labour as an art critic 
seems quite uncalled for at the present date. Suffice it to say that it can 
hardly be- over-estimated, and that his writings are as interesting and 
instructive at the present as they were when they were first penned.”— 
Monthly Musical Record. 

” There is no use in trying to quote characteristic passages, because the 
vplume is of such uniform merit and such continuous interest that it is 
impossible to make a selection. Musicians who take up the book will not 
find it easy to put down again.”— Afhenojuw, 

” Most fascinating reading, even to those who are not deeply versed in 
music.”— Festmfnsfcr Revieiiu 

HOW TO PLAY CHOPIN. The Works of Chopin. Their 
proper Interpretation. By J. Kleczynski. Translated 
by A. W^HiTTiKGHAM. Sixth Edition. Woodcut and 
Music Illustrations. Crown 8vo, cloth, 3s. 6d, 

'* Contains the cream of Chopin’s instructions to his own pupils. To 
admirers of Chopin and players of his music we should say this book is 
indispensable.” — Bazaar* 

THE ART OF LISTENING TO AND APPRECIATING GOOD 
MUSIC, or the Education of a Music Lover. By Pro- 
fessor Edward Dickinson {author of ‘‘The Growth 
and Development of Music,” etc.). 293 pages, crown 
8vo, cloth, 6s. 

MODERN TENDENCIES AND OLD STANDARDS IN MUSI- 
CAL ART. A Collection of Essays. By J. Alfred 
Johnstone, Eon* L*Mus. T*C*L* {author of “Touch, 
Phrasing and Interpretation,” “The Art of Teaching 
Piano Playing,” etc,). Crown 8vo, cloth, gilt top, 6s* 


MSTEBTWS, OEmCISMS, MBBAY8. 


7 


BBBf HOVBN^S PIANOFOBTB SONATAS Explained for tHe 
Lovers of tine Musioal Art. By Eehsx von Elxbblbin. 
Translated by B. Hill, with Preface by Eenst Paijer. 
Entirely New and .Revised Edition (the Sixth). With 
Portrait, Facsimile and View of Beethoven^s House. 
Crown Bvo, cloth, 3s. 6d. 

Ho 'W'ritois with tho ripe knowledg-o and thorough understaudiiig of a 
praoticftl muaiciftiu Every musical student or amateur can safely trust 
him as a competent and agreeable guide. This English translation is most 
opportune, and will doubtless assist many a lover of Boctliovcn’s music to 
appreciate more keenly the ma.Hter’s sonatas.’’-— -E. Pauer. 

BEETMOVBN\S SYMPHONIES in their Ideal Significance, 
Explained by Ernst von Elterlein. Translated by 
hhuKCis Weber. With an Account of the Facts Re- 
lating to BeethoveiFs Tenth Symphony. By L. Nohl. 
Second Edition, with Portrait. Crown 8vo, cloth, 
^ 3s. 6d. 

BEETHOVEN^S SYMPHONIES Critically Discussed by A. 
Teetgen. With Preface by John Broadhouse. Second 
Edition. Post 8vo, cloth, 3s. 6d* 

MUSIC-DRAMA OF THE FUTURE. I, An Essay on Choral 
Drama; II, The Growth of Dreams; III, ITther and 
Igraine, a Choral Drama; IV, Articles of Proposed 
Scheme for the Temple Theatre. By Rutland 
Bouohton and Eeotnald R. Buckley. Frontispiece, 
8vo, limp cloth, 2s. net. 

MOZART'S DON GIOVANNI. A Commentary, from the 
Third French Edition of Charles Gounod. By W. Clark 
and J. T. Hutchinson. Crown 8vo, cloth, 3s. 6d. 

WOMAN AS A MUSICIAN. An Art Historical Study. By 
F. R. Ritter. 8vo, sewed, Is. 

IN THE SERVICE OF ART. A Plea for Simplicity in 
Music. By J,-Joachim Nin. Translated by Mrs. Franz 
Liebich. Post 8vo, Is. net. 

Translations of this brilliant essay have already appeared in Spanish, 
Italian and German. 

the place of SCIENCE IN MUSIC. By H. Saint- 
Geoeoe. Addressed to Advanced Students of that 
branch of Musical Knowledge commonly called Har- 
mony. 8vo, sewed, Is. 
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J^JSmBTIOS, eiUTWL^MS, ES8AIS. 


msmimcs of musical AI^T, or, The Theory of Beauti- 
ful in Music. By Dii. Feedinano Hand, Translated 
fronj the German by Walter E. Lawson, Miu^,Bac. 
Cantab, i etc. Third Edition. Crown 8vo, cloth, 5s. 

FURITY IN MUSIC. By A. F. Thibaot. Translated by J. 
Broadhousb. Crown 8vo, cloth, 2s. (id. 

Contents: L On tho Chorale. 2. Chlu*(^ll ]\lusie other than the Choral. 
S, Popular Melodies. 4. Tho Educating Influence of Good Models. f>. 
Effect. 6. On Oudgingr the Works of Great Masters. 7. As to a Liberal 
Judgment. 8. On Perveraions of Text. 0. Choral Societies. 

Schumann says; L line book about music, read it frequently.?’ 

SCHUMANN^S RULES AND MAXIMS. For Young Musi- 
cians. Sewed, 2d. 

THE BIRTH OF ARTHUR. The Words of the Drama. By 
Reginald R, Buckley. 8vo, paper covers, Is. net. it 

ESSENTIALS IN PIANO-FLAYING AND OTHER MUSICAL 
STUDIES. By J. Alfred Johnstone, Hon. 
L.Mus.T.O.L. Portrait, 243 pages. Crown 8vo, cloth, 
4s. 6d. 


BIOaBAPHICAL 


SOME MUSICAL RECOLLECTIONS OF FIFTY YEARS. 

By Hjchaei) JIoffman. With Memoir by Miia. Hoff- 
man. Hlu&irated with many Plato Portraits. Crown 
8vo, cloth, 6s. 1910 

MOZAKT: THE STOBY OF HIS LIFE AS MAN AND 
ARTIST* According to Authentic Documents and 
other Sources. By Victoh Wilder, Translated by F. 
Biebich. To which is now added a Comprehensive Bib- 
liography of Mo 2 ;art Literature from every source, 
English and Foreign and a List of his Compositions 
Published and Unpublished. With 23 Portraits 
gathered from Various Sources, With Index. 2 
volumes. Crown 8vo, cloth, 10s. 

VERDI: MAN AND MUSICIAN. His Biography, with 
especial Reference to his English Experience. Por- 
traits by F. J. Orowest. 8vo, cloth, 3s. 6d. net (pub. 
7s. 6d.) 

MUSICAL MEMORIES. By William Spark, Mus.Doe, 
(late Organist of the Town Mall, 'Leeds), Revised 
Popular Edition. With 16 Portraits. Thick crown 8vo, 
cloth, 6s. 

TCHAIKOVSKY. His Life and Works. With Extracts 
from his Writings and the Diary of his Tour Abroad in 
1888. By Rosa New march. Second Edition Enlarged 
and Edited with Additional Chapters by E. Evans, 
1908. With a Complete Olassific Account of Works, 
Copious Analyses of linpoi'tant Works, Analytical and 
other Indices; also Supplement dealing with ‘‘The Re- 
lation of Tchaikovsky to Art-Questions of the Day.’* 
Portrait and Index. Thick crown 8vo, cloth, gilt top, 
78, 6d. 


SKETCHES OF GREAT VIOLINISTS AND GREAT PIAN- 
ISTS. Biographical and Anecdotal, with Account of 
the Violin and Early Violinists. Viotti, Spohr, Paga- 
nini, De Beriot, Ole Bull, dementi, Moscheles, Schu- 
mann (Robert and Clara), Chopin, Thalberg, Gottschalk, 
Liszt. By G. T. Ferris. Second Edition. Crown 8vo, 
bevelled cloth, 3s. 6d. (or clothe gilt edges, 4s. 6d.) 

A very useful took for a prize or gift. 


Fo ' BIOGBAFEJOAL. 


CHOPIN: THE MAN AND HIS MUSIC. By James 
^HtiNEKBR (author of Mezzotints in Modern Music 
With Musical Examples. Thick crown 8vo, cloth, 10s. 

Mr, Huneker is a Chopin enthusiast. He accords admiration to Brahms, 
to Wagner, to Tchaikovsky : his worship is reserved for Chopin. Being 
gifted with clear insight and imagination vehioh grasp many and diverse 
moods Mr. Huneker is a sano critic and a manly. .... There is no pre- 
tence at new material in the book, Mr. Huneker has garnered all that has 
been written about the composer and he has threshed out the grain from 
the chaff. The result is, therefore, of value.” — Musical Standard. 

“ The volume will at once take its place in the front rank of books on 
Chopin. . . . the masterly chapter of seventy-four pages on the etudes will 
soon be found indispensable by all teachers and students of the pianoforte.” 
— TAe Nation (U.S.A.). 

“ A work of unique merit, of distinguished style, of profound insight and 
sympathy and of the most brilliant literary quality.”— -TAe New Torh 
Times. 

” Of works on Chopin published since Nieoks* life, this is by far the 
most important.”-~G. C. Ashton Jonson in A Handbook to Chopin’s 
Works.” 

LIFE OF CHOPIN. By Franz Liszt. New and very much 
Enlarged Edition. Translated in full now for the first 
time by John Broadhouse. Second Edition, Corrected. 
Crown 8vo, cloth, 6s. 

GxoitaB Sand describes it as ** un pea exuberent en style, maia rempH 
de bonnes choses et de trha belles pages.” 

G. 0. Ashton Jonson says in his ” Handbook to Chopin’s Works”:-- 
** For the personal reminiscences of one of the greatest composers by one 
of the greatest executive artists of the world must bo invaluable to the 
Chopin student.” 

” Fran* LisKt has written a charming sketch of Chopin’s life and art.”— 
Snejf. Brit. 

” iiisit’e oritioisma upon his separate works have all the eloquent mys- 
ticisms to be expected from him ; and the biography is a book musician* 
will always prize.’*— Sundaj/ Times, 

** It will afford the student the greatest help in understanding the 
undercurrent of emotion which characterises the works of Chopin.”— 
Morning Post 

” Let us therefore contribute one good word to help it forward, as ws 
would tend a flower which springs up spontaneously over the grave of 
one we love.”— Afwsieal Times. 

BEETHOVEN. By Richaeb Wagner. With a Supplement 
from the Philosophical Works of Arthur Schopenhauer, 
Translated by Edward Dannkbuther. Third Edition. 
Crown 8vo, cloth, 6s. 

** This characteristic essay, a written exposition of Wagner’s thoughts on 
the significance of the master’s music, may be read with advantage by all 
students,”— W. H. Webbe in The TianisVa A. B. C. 

** It is a plain duty to be familiar and even intimate with the opinion of 
one famous man about another. Gladly therefore we welcome Mr. Dann- 
reuther’s translation of the work before us. Mr. Dannreuther has achieved 
his task with the oonscientiouaness of his nature and with a success due to 
much tact and patience.”— Mtisicaf Times. 
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FKEDEJRIC CHOPIN I HIS LIFE AND LETTERS. By 
Moeitz IvARAsowsia. Translated by E. Hill. New 
Edition Revised and further Letters added written 
during the Composer^s Sojourn in England and Scot- 
land, 1848-9, Second and Revised Edition. With 8 
Portraits and a Facsimile. 2 volumes. Crown 8vo, 
bevelled cloth, 10s. 

“ Chopia is and rernaina the boldest and proudest poetic spirit of the 
a-grc.’'— H obekt Schumann. 

** A book with which all students of Chopin must needs be acquainted 
It contains a good deal of first hand information and is out only source 
for many valuable documents."— -The Guardian, 

C-ROTE’s Dictionary of Mmkmn$ says : *■' The truth about Chopin’s birth> 
family, health, character, friendships, early training and the dawn of his 
career as a player and composer was not known until the publication of 
Moritz Karasowski’s recent and trustworthy biography.’’ 

** The first serious attempt at a biography of Chopin."— Paor. Niecks. 

** Gives bits of information found nowhere else and the Letters of Chopin 
make the book invaluable to those who would really know the Polish 
master.*’— Musical America, 


MAKERS OF MUSIC. Biographical Sketches of the Great 
Composers. With Chi’onological Summaries of their 
Works and Facsimiles from Musical MSS. of Bach, 
Handel, Purcell, Dr. Arne, Gluck, Haydn, Mozart, Beet- 
hoven, Weber, vSehubert, Berlioz, Mendelssohn, Chopin, 
Schumann, Wagner, Verdi, Gounod, Tchaikovsky, 
Brahms and Grieg, with General Chronological Table. 


By R. Farquharson Sharp, Numerous Portraits- Fourth 
Bidition, Revised and Enlarged. Crown 8vo, cloth, 6s. 

The author’s endeavour throughout this work has been to convey an im- 
pression of the personality of each composer, as well as to furnish bio- 
graphical detail. At the end of each biography is a tabulated list of the 
composer’s works and dates of production, together with a facsimile from 
one of his original manuscripts. A useful volume, got up in good style and 
well adapted for a gift or prize. Has speedily run into four editions. 

CHOPIN: AS REVEALED BY EXTRACTS FROM HIS 
DIARY. By Count Tarnowski. Translated from the 
Polish by N. Janotha. With Eight Portraits. Crown 
8vo, cloth, 2s. 6d. net (or paper cover, Is. 6d. netL 

CESAR FRANCK. Some Personal Reminiscences. ByJ.W. 
Hinton, M./l., 16 pages. Crown 8vo, 6d. net, 

PURCELL. By William H. Cummings, Mus.Bqc. New 
Edition now obtainable. Crown 8vo, cloth, 2s. net. 


CHERUBINI. By F. Crowest. Crown 8to, cloth, 2s.net. 
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BIOGBAFinCAL. 


DICTIONARY OF 4,000 BRITISH MUSICIANS. From iho. 
Earliest Times. By F. J. Ceowest. Crown 8vo, cloth, 
Is. net (pai>er cover, 6d. net). 

A Dictionary of Britisli Musioinns— a work (Icvotcd oxolusjvoiy to tbo 
names of native tiomposers, instrumenitalists, vocalists, writers, etc., who 
have contributed to the making- of English musical art from the earliest 
times to the present.’ Blank spaces are left to each letter for any addi' 
fcional names to bo written in. 

BIOGRAPHICAL DICTIONARY OF FIDDLERS. Inciudiiig 
Performers on the Violoncello and Double Bass, Past 
and Pi'esent. Containing a Sketch of their Artistic 
Career, together with Notes of their Compositions. By 
A. Mason Cbaeke. 9 Portraits. Post 8vo, bex^elled 
cloth, 5s. 

“ We may here take the oj>portimiity of recommending- a useful book to 
all lovers of violins and violinists. Fiddlers, Anoient and Modern, is prac- 
tioally a little Biographical Dictionary, well arranged with some excellent 
portrait 8. "—Nort/teru Whiff, 

CHERUBINI. Memorials illustrative of his Life. By E. 
Bellasis. Thick crown 8vo^ cloth, 6s. 

The standard biography of Cherubini, 

FRANZ LISZT, By T. Carlaw Martin. 12mo, bouifd, Is. 

LIFE OF BEETHOVEN. By Louis Nohl. Translated by 
John J. Lalor. Third .Edition. With Portraits and 
Facsimile, Crown 8vo, bevelled cloth, gilt edges, 3s. 6d. 

A standard biography. 

TEMPLETON AND MALIBRAN. Reminiscences of these 
Renowned Singers, with Original Letters and Anec- 
dotes. Three Authentic Portraits by Mayalb. 8vo, 
cloth, 2s. 6d. 

BALFE: HIS LIFE AND WORKS. By W. A. Barrett. 
Crown 8vo, • bevelled cloth, 3s. 6d, net (pub. 7s. 6d.) 

SKETCHES OF ENGLISH GLEE COMPOSERS. Historical, 
Biographical and Critical. From about 1735-1866. By 
D : Baptib. Post 8vo, bevelled cloth, 6s. 

THE BACH LETTERS. Letters of Samuel Wesley, relating 
to the Introduction into England of the Works of Bach, 
Ed. by E. Wesbby. Second Edition. 8vo, cloth. 28. 6d. 


BlOGBAFniCAL. Vd 


NOTICE OE ANTHONY STHADIVAJII. The ^ eeiebra feed 
Violifi Maker known by the name of Stradivarius, pre- 
by Historical and Critical Researches on the 
orij^iti and Transformations of Bow Instruments, and 
hdilowed by a Theoretical Analysis of the Bow and Be- 
nia rks on Francis TouiTe. By F. J, Fetis, Trans- 
lated by J. Bishop. Facsimile of a Letter of Stradi- 
variiis. 8vo, cloth, 5s. 

The M*rt‘ator part of the matter in above is the work of M. Yuillaume, who 
<?pc*nt tho jjreater i)art of bis life in studying’ the principles whioh guided 
Stradivarius in his labours. With the aid of li^dtis and liis additional sug- 
gestions and matter the now celebrated work was produced. 

WEBER. By Sin J. Bisnedict. Crown 8ro, cloth, 2s. net. 


POETRAIT GALLERIES. 


SIXTY YEARS OF MUSIC, A Record of the Art in Eng- 

land during the Victoxdan Era. Containing 70 Portraits 
of the most Eminent Musicians. Oblong quarto, boards, 
cloth back, 2s. 6d. 

KATIONAL PORTRAIT GALLERY OF BRITISH MUSI- 
CIANS, By John Warkiner, Mus.D. Trinity College, 
Dublin. Introduction by Josei^h Bennett. Over 500 
Photo Portraits of Well-known and Eminent Living 
Musicians of Great Britain and Ireland, with short 
Biographical Notice of each. The whole bound in one 
handsome oblong folio volume, cloth lettered. Offered 
for 7s. 6d. net (published 14s. net). 


REEVES' CATALOGUE OF MUSIC AND MUSICAL LITER- 
ATURE. Ancient and Modern, Second-Hand and 
New ; containing the Contents of Libraries recently 
purchased, with a large quantity of Curious, Scarce and 
Useful Music : Full Scores, Organ Music, Duets, Trios, 
Quartets, Quintets, Sextets, Septets, etc.,* Tutors, His- 
torical, Theoretical and Biographical Works in English, 
French, German, Italian, Spanish, Dutch, etc., in- 
cluding some Works of the greatest rarity and value. 
On Sale for Cash. This Catalogue sent post free on 
application. 


Published for over 50 years. Id. Weekly. 

THE MUSICAL STANDARD. Biggest, Brightest and Best 
Musical Weekly in England, Edited by Wallace L. 
Crowdy. The Organ of no Clique. Independent Criti- 
cisms. Correspondents in all Parts of the World. Trans- 
lations of Important Articles from the Foreign Musical 
Press. Organ News and Specifications of New Organs. 
Special Illustrated Supplement for the Composer, Con- 
ductor, Organist, Choirmaster, Singer, Pianist, issued 
at frequent intervals, and “The Violin and String 
World” once a month. 

Weekly f one penny (hy post^ lid.). Annual Subscription ^ 
post free, 6s. 6d,, Six Months, 3s. 3d., Three Months, 1$. Bd. 
(Abroad, Twelve Months^ 8s. 9d., Six Months, 4s. 5d.J 
Terms for Advertisements on application to the Manager. 
Cases for binding, Is. 6d. net (hy post, Is. M.J. 
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HISTORY. 




HISTORY OF RUSSIAN MUSIC. By M. Montagtj-Nathan. 
Being an Account of the Rise and Progress of the Rus- 
sian School of Composers. With a Siirrey of their Lives 
and a Description of their Works. Frontispiece. Thick 
crown 8vo, cloth^ 5s. 7iet, 

♦‘Mr. Montagu-Nafcban’s book breaks ground; it introduces the Eng 
lish reader to a number of composers moss of whom until lecenily were 
nothing more than names. Mr. Montagu-Nathan presents a vast amount of 
new material to the music-loving publio of this country .... his book should 
hud many eager readers."*— C&urier, 

"Everyone now is talking of the Russians and wondering eagerly about 
them. «... Probably what we most desire just now is information. ...» We 
want a book packed full of hard .stult. trills we get at its best in .... Mr. 
Montagu-Nathan’s ♦ History. 

An excellent guide to opera as the music of the oonccrt-i com. The 
author writes well, and as his eympa hies are modem, he writes with convic- 
tion on the latest musical developments.’’— Herald, 


TREATISE ON BYZANTINE MUSIC. By the very Rev, S. 
G-. Hatherly, Mits,Bac, Oacon., ProtopreshyteT of the 
Patriarchal CEcnmenical Throne of Constantinople, 
With Music Examples throughout. 162 pages. 4to, 
cloth, 7s. 6d. 

A valuable work on Eastern music construed within the limits of the 
title word, Byzantine. After discussing the formation of the musical scale, 
the author passes in review the Grregonan system, a Western development 
of Eastern tradition, and proceeds to A full description of the old Greek 
diatonic genus, the chromatic genus, and the mixture of the diatonic and 
chromatic, on which the bulk of Eastern music, now prevalent, is con- 
structed. There are upwards of fifty unabbreviated musical pieces, ancient 
and modem, from Greek, Russian, Turkish and Egyptian sources, given and 
fully analysed : the way thereby being opened up for future musical' com- 
posers who may desire to cultivate this vast and fertile field. 

FROM MENDELSSOHN TO WAGNER. Being the Memoirs 
of J. W, Davison, Forty Years Music Critic of ‘^The 
Times.” Compiled by his Son, Henry Davison, from 
Memoranda and Documents. With 62 Portraits of 
Musicians of the Time and many Important Letters 
previously Unpublished of Berlioz, Mendelssohn, 
Gounod, Maofarren, Sterndale Bennett, Jullien, etc. 
Thick 8vo, cloth, gilt top, 12s. 6d. net, 

THE STUDENTS HISTORY OF MUSIC. History of Music, 
from the Christian Era to the Present Time. By Dr. 
P. L. Ritter. Third Edition. 478 pages of Letter- 
press and 72 Plates of Musical Illustrations, Thick 
crown 8vo, cloth, 7s. 6d. 
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IllSTOBY, 


A BIBLIOGRAPHY OF MUSICAL INSTRUMENTS AND 
ARCHEOLOGY. Intended as a Guide to the Study 
of the History of Musical Instruments. By K. 
ScHr.KsiNGEii. 8vo, cloth, gilt top, 5s, net, 11)12 

The jibove is rcpriiiteci from the two-volumo work entitled “The In- 
struments of the. Slodeni Orehestra and Early Records of the Precursors 
of the Violin Family." ISa. (id. net. 

The Times: “Is the finest work of its kind since * De Fidicnlis Biblio- 
graphia,’ and will he found of great value to all musioiana." 

HISTORY OF HUNGARIAN MUSIC. By J. IvAhm (Director 
of the Iloyal Hungarian Oimra), Crown 8vo, bevelled 
cloth, 2s, Od, net, 

“ Information not to be had anywhere else .... should be on every 
musical shelf."— In<crna£io»aion MiaikgeseilBchafL 

THE RISE AND DEVELOPMENT OF OPERA. Embracing 
a Comparative View of the Art in Italy, Germany, 
France and England. By Joseph Goddard. Showing 
the Cause of the Falling Back of the English School in 
the Modern Period, Rnd the Compensation which that 
Falling Back Involved. With numerous Musical Ex- 
amples, Portraits and Facsimiles. Crown 8vo, cloth, 
gilt top, 4s. 6d. net. 

THE RISE AND DEVELOPMENT OF MILITARY MUSIC. 
By H. G. Farmer (author of ‘‘Memoirs of the Boyal 
Artillery Band With Illustrations of Early Instru- 
ments and Musical Examples, and Short Biographical 
Notices of all the Staff Bandmasters. Preface by 
Lieut. A. W'liiLiAMS, il/.F.O., Mus.Doc,, Bandmaster of 
Grenadier Guards. Crown 8vo, cloth, 3s. 6d. net, 

THE MUSIC OF THE MOST ANCIENT NATIONS. Par- 
ticularly of the Assyrians, Egyptians and Hebrews; 
with special reference to recent discoveries in Western 
Asia and in Egypt. By Ca^^l Engel. With numerous 
Illustrations and Index. Thick 8vo, cloth. Published 
at 18s., now offered for 8s. 6d. net, 

Grovers Dictionary says of Oarl Engel : 

“ His attainments as a musician, his clear insight into books in many 
languages, his indefatigable perseverance in research, and the exercise of 
a rare power of judicious discrimination, made him one of the first 
authorities on his subject in Europe, he became a collector when oppor- 
tunities were more frequent than they are now for acquiring rare instru- 
ments and books. He thus formed a private museum and library that 
could hardly be rivalled except by a few public institutions." 
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manual of musical history. From the Epoch of 

Second beyelled cloth, 2s. 6d. 

MiTsiC OF THE WORLD. By H. F. 
the national music OF I UK OoBtainsmany 

CHOiit..T. Edited by Index. Crown 

Musical Illuatrattons. New Edition 

a student ot the art. H.^TOSY 

CHRONOM^TRICA^ CHAftT^^ UX^SICX ' 

Presenting a Dirci s r^y ^ ^ Haeeib, 

biAYe expreased Committee desire me to express 

“r;, .«• •• • »»“ 

mistrbss. South Atnom ^ ^ ^ _ . . o,oellently wranged and 

Sure to ba very ““*“1,. thOT^^-Dn. Rttru Otins^N, 

,eero« to be very aoourate and tnoroug „ helping the imagma- 

■•EaoeUent ehart . • ' Lmo*” 

tmXh<tTmrMmand Mime School ot moic. 

the rise of MUSIC. Puttings 

,„rth i. toPt »■> «“» ?«..»“«»»»■ 

mation m Modem V g„ts and numerous Musi 

Illustrations of eai y Ancient and Modern Sources. 

'w'.fS? S 'r»" .n. top, ... e., 

, , ::iBMO»s or tBB ROV.e 

History and E^°sre^- By 

Illustrations. 8vo, cloth, • , t . nt 

... .«r» THP future. An Inaugural Ijcctum .m 

™\^L* cSn™. B, J. r.„».o* B...... Mo...n«o- 

Crown 8vo. sewed, 6d. 2 
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CATECHISM OF MUSICAL HISTORY AND BIOGRAPHY. 
By F J. Crowist. Eevised and Enlarged Edition. 
Tenth Thousand. 187 pp. Post 8vo, cloth, 2s. (paper, Is.) 

This work gives special attention to English musicians, and is brought 
down to 1905. 

Musical Education says ; ** An excellent little book — yet not so little sinee 
it contains an immense amount of information-historical, biographical and 
critical— in a very small compass.” 

A HISTORY OF PIANOFORTE MUSIC. With Critical 
Estimates of its Greatest Masters and Sketches of their 
Lives. By John C. Fillmore. Edited with an Intro- 
ductory Preface by Ridley Prentice. Crown 8vo, 
cloth, 3s. 6d. 

DuDLEr Btrcjc says of it ; ” In my judgment the work should be in the 
Hands of every earnest student.” 

" The only work of its kind in English. It groups the composers and 
their works into epochs and gives a clear description of the different 
epochs .'’—Eiudltf, 

THE WORLD’S EARLIEST MUSIC. Traced to its Begin- 
nings in Ancient Lands. By collected Evidences of 
Relics, Records, History and Musical Instruments, from 
Greece, Etruria, Egypt, China, through Assyria and 
Babylonia to the Primitive Home, the Land of Akkad 
and Sumer. By Hermann Smith. With 65 full page 
Illustrations and Cuts, nearly 400 pages. Crown 8vo, 
cloth, 6s. 

THE GROWTH AND DEVELOPMENT OF MUSIC. 
Described in Chapters on the Study of Musical History. 
By Edward Dickinson, W^ith an Annotated Guide to 
Music Literature. Over 400 pp. Thick 8vo, cloth, 10s, 

Mr. Ernest Newman in The Manchester Guardian writes: ” . . . . the 
extent and the accuracy of the information conveyed make the boob 
indispensable to students and to public libraries,** 

A GENERAL HISTORY OF MUSIC from the Infancy of the 
Greek Drama to the Present Period. By W. B, Rock- 
STRQ. Fourth Edition, 535 pages. Thick 8vo, cloth, 
7s. 6d. net (published originally at 14s.). 

HISTORY OF THE HARP. From the Earliest Period down 
to the Present Day. By John Thomas (Fcncerdd 
Gwalia). 8vo, paper covers, 2s. net (published origin- 
ally at 5s.). 


ORCHESTEAL. 


THE WIND-BAND AND ITS INSTRUMENTS. Their His- 

tory, Construction, Acoustics, Technique and Com- 
biriatiou. By Arthur A. Clapi’E, Boyal Military 
School of Music, A Work for Bandmasters, Bands- 
men, Students and the General Reader. With numer- 
jdus Illustrations. Crown 8vo, cloth, gilt top, 5s, net. 

Wind instruinonta have a republic of their own in the wind-band, vsrhere 
each one is sovereign, not subject, and all may express themselves freely, 
for there they are the paramount power. In this book it is sought that 
each instrument shall be accorded respect as befits its specific import- 
ance. For that reason, the qualities of each are taken into consideration 
from the viewpoints of history, acoustics, construction, technique and 
collective utility. At present there is no book in the English language 
dealing with wind instruments and the wind-band in plan or scope herein 
■■attempted. .■■.■■■■■■■'■■..•■■■.■ 

A Work of Original Besearch and Study. 

THE INSTRUMENTS OF THE MODERN ORCHESTRA 
AND EARLY RECORDS OF THE PRECURSORS OF 
THE VIOLIN FAMILY, With 500 Illustrations and 
Plates. By Kathleen Schlesinuer. Two handsome 
volumes, thick 8vo, cloth, gilt tops, 18s. 6d. net. 

'* It ia no mere echo of other historians but a work of original research. 
This is made clear by the fact that novel conclusions are reached and 
new verdicts given. It would seem that we shall be compelled to recon- 
sider and probably to reconstruct our notions as to the origin of the 

violin A splendid book which will become a classic. The many 

years of laborious and persevering study given to its compilation and 
compiosition will be appreciated by generations yet to come. — Birming- 
ham Gazette and Express. 

John Bkoadhouse in the Maskal Standard writes: “Far surpasses any 
book on the. subject which it has been our good fortune to read. The 
whole line of the investigation is in every sense of the word original; not 
trusting the researches of her predecessors, Miss Sohlesinger has, during 
many years, gone fully and deeply into the matter for herself ; and, 
having arrived at oonolusions quite at variance with those of other 
writers, she is not afraid to say so. The tone of the book is moderation 
itself . . . .“ ■■ ■ _ 

The music critic of the American Musical Courier in an able essay says : 
“ It is a great work in two volumes with over five hundred illustrations 

and plates She [the author] is a kind of musical Darwin who has 

given no end of toil and trouble to trace the ancestors of our instruments 
into their humble and remote sources.” 

E. TAN HER Straktkn writes in the Strad: ** This work ranks among the 
most remarkable modern literature on the subject.” 

HOW TO PLAY FROM SCORE. Treatise on Accompani- 
ment from Score on the 05rgan or Pianoforte. By F. 
Fbtis. Translated by A. Whittingham. With 40 pp. 
of Musical Examples. Or. 8vo, bevelled cloth, 3s. 6d. 
This popular and useful book might have been entitled “ The Art of 
Making Arrangements for the Organ or Pianoforte from Full Orchestral 
and Other Scores.” It contains all that is necessary to know upon this 
subject. 

19 


20 


OBCEESTEAK 


MODEI^N ORCHE$TI?AL INSTRUMENTS, Their History, 
Structure aud Capabilities. By Iv. Schlbsingir. A 
Practical Illustrated Handbook for the Musician, Stu- 
dent and Concert-Goer. Numerous Illustrations and 
Musical Examples throughout. 8vo, cloth, gilt top, 
7s. 6d. 

Th 0 Ttmes says ; ** We do not hesitate to recommend the volume to all 
lovers of music who would know something of the instruments wliit-h 
produce the marvellous tone colour of the modern orchestra, or desire, by 
aid of the large and clear illustrations, to rocognise the various forms 
which are now to be found in our large military and municipal bands.” 

The above volume, with The Precursors of the Violin Family,” form 
the two-volume work by K. Schlesinger, ISs. 6d. net. For full description 
see preceding iteno- 

ON CONDUCTING, By Richard Wagner. Translated by 
E. Dannreuther. Second Edition. Or. 8vo, cloth, 5s. 

A treatise on style in the execution of classical music, written by a 
practical master of the grand style. 

Weingabtnkr, speaking of this celebrated work, says ;—** Wagner’s book 
laid the foundation for a new understanding of the function of the con- 
ductor, in whom we now recognise, not only the eternal factor that holds 
together an orchestral, choral or operatic performance, but above all the 
spiritualising internal factor that gives the performance its very soul.” 

Grove's Dictionary says j ** One of the finest of his minor publications, 
and to a professional musician perhaps the most instructive. A Treatise 
on Style, giving his views as to the true way of rendering classical music, 
with minute directions how to do it and how not to do it, together with 
many examples in musical type from the instrumental works of Beethoven, 
Weber, Mosart, etc.” 

NOTES ON CONDUCTING AND CONDUCTORS. By T. R. 
Croger, F.R.G.S., F.E.S., also the Organising and Con- 
ducting of Amateur Orchestras, with three full page 
Illustrations of the various “ Beats and Plan of the 
Orchestra. Third Edition, Revised and Enlarged. 
Crown 8vo, cloth, 2s. 7iet (x>aper, Is. net), 

A mine of good things.”— Opinion, 

** One of the best guides to conducting.”— Music Trades Review. 

** A capital little book, brightly written and full not only of entertaining 
and racily “teld anecdotes, but also of clear and sensibly-expressed opinions 
on musical matters.”— The Stage. 

A MUSICAL ZOO. Twenty-four Illustrations displaying the 
Ornamental Application of Animal Forms to Musical 
Instruments (Violins, Viol da Gambas, Guitars, 
Pochette, Serpent, etc.). Drawn from the Carved Ex- 
amples by Henry SAiNT-GsoitGE. 2s. net (or cloth, 
3s, 6d. net). 



ORGAN. 


THE ORGAN AS VIEWED FROM WITHIN. A Practical 

Handbook on the Mechanism of the Organ. By John 
Broabhouse. With over fifty Ilinstrations, Crown 
8 VO, cloth, 2s. (kl. 

THE MAKING OF SOUND IN THE ORGAN AND IN THE 
ORCHESTRA* By Hermann Smith. An Analysis of 
the Work of the Air in the Speaking Organ Pipe of the 
Various Constant Types, and an Exposition of the 
Theory of the Air-Stream-Reed Based upon the Dis- 
covery of the Tone of the Air, by Means of Displace- 
ment Rods. With 30 Illustrations and Tables. Thick 
crown 8vo, cloth, 6s. 

Mr. Hennann Smith has gained a distinguished xjosition as an investi- 
gator in matters relating to sound production in musical instruments. 

His conclusions arrive at a theory widely different from those which have 

been propounded in the several learned works on acoustics, 

MODERN ORGAN BUILDING. Being a Practical Explan- 
ation and Description of the Whole Art of Organ Con- 
struction, with Especial Regard to Pneumatic Action. 
Together with Chapters on Tuning, Voicing, etc. By 
Walter and Thomas Lewis (Organ Builders). With 76 
Illustrations Drawn to Scale and Reproduced from 
Actual Working Drawings, together with Diagrams, 
Tables, etc, 4to, cloth, 7s. 6d. 1911 

ADVICE TO YOUNG ORGANISTS. By J. T. Field. 2d. 

THE PEDAL ORGAN. Its History, Design and Control. 
By Thomas Casson. With folding Diagram. Second 
Impression. 8vo, cloth, 2s. net (paper, Is. net). 

THE ORGAN FIFTY YEARS HENCE. A Study of its 
Development in the Light of its Past History and 
Present Tendencies. By Francis Burgess, F .. S . A ., 
Scot. 8vo, Is. net. 

THE EARLY ENGLISH ORGAN BUILDERS and their 
Works, from the Fifteenth Century to the Period of the 
Great Rebellion. An Unwritten Chapter on the His- 
tory of the Organ. By De. E. P. Rimbault. Well 
printed, with woodcuts. cloth, Sb. 6d. 
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SOME CONTINENTAL ORGANS (Ancient and Modern) and 
their Makers. With Specifications of many of the fine 
Examples in Gerirany and Switzerland. By James I. 
Wedgewood. Post 8vo, cloth, 28. net. 

Contains specification and a brief critique of some of the famous old 
Continental organs as they exist at the present day. Describes also several 
up-to-date Continental organs. Amongst other organs particulars are 
given of those at Haarlem, Cologne, Aix-la-Ohapclle, Fraidtfurt, Heiut'l- 
burg, Ulm, Stuttgart, Kinsiedeln, Strassburg and Antwerp, This work 
forms a valuable supplement to Hopkins’s and lUmbatilt’s great treatise. 

” Mr. Wedgewood remarks on all details such as workmanship, tom', 
peculiarities of mechanism, cost, etc. We thoroughly recommend t!ie book 
to those who are interested in organs.”— Bozaar. 

MODERN ORGAN TUNING, The How and Why, Clearly 
Explaining the Nature of the Organ Pipe and the 
System of Equal Temperament, together with an His- 
toric Record of the Evolution of the Diatonic Scale 
from the Greek Tetrachorcl, By Hermann Smith. 
Crown 8vo, cloth, 3s. 6d. 

" The greatest authority on acoustical matters connected with organ 
pipes who has ever lived,” says Mr. G. A. Audsley of Hermann Smith 
in his ” Art of Organ Building.” 

” Simple non-teohnioal terms set out with an attractiveness and lucidity 
I have never seen surpassed the history of the evolution of the diatonw 
scale from the Greek tetraehord .... by no means intended for organ 
students alone .... the historical c-xplanations add to the fascination of 
this volume,”— Haifa/ Telegraph, 

” Recommended to the notice of organists with the fullest confidence that 
they would derive both ideasure and profit from its xneruRnV*— Scottish 
Guardian, . " ' 

A SHORT HISTORY OF THE ORGAN, ORGANISTS AND 
SERVICES OF THE CHAPEL OF ALLEYN'S COL- 
LEGE, Dulwich, With Extracts from the Diary of tlie 
Founder. By W. H Stocks Crown 8vo, sewed, la. 

ANALYSIS OF MENDELSSOHN'S ORGAN WORKS. A 
Study of their Structural Features, For the Use of 
Students. By Joseph W. G. Hathaway, Mus.B. Oxon., 
127 Musical Examples. Portrait and Facsimiles. Cr. 
8vq, bevelled cloth, 4s. 6d. 

ORGANIST'S QUARTERLY JOURNAL of Original Com- 
positions, Edited by Dr. W. Spark, 5s. per part. New 
Series Volume, 160 large pages, oblong folio, bound in 
oloth, 18s, 
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MINERS Fi^ACTICAi OEGAN SCHOOL: A New Edition, 
Carefully Revised. The Pedal Part pi'inted on a Separ- 
ate Staff, and the Preface, Remarks and Technical 
Terms translated from the German expressly for this 
Edition by JohnHiles. The Six Books Complete, hand- 
somely bound in red cloth, gilt edges, ob. folio, 10s. 6d. 
net (issued at 20s.), or the six parts 7a. 6d. net (issued 
at 6s. each), parts sold separately. 

The heat edition ever published of this Grand Claeaical work. No other 
edition will bear comparison with it for oare and skill in editing, nor for 
beauty of engraving and excellence of printing. One apecial merit of this 
edition is that the bar linu are bold, and that they are drawn right through 
the scare, instead of through each staff, as was the custom in days gone by. 
The student who will take the trouble to test this edition against any 
other, will at once perceive the advantage he gains from this clear and 
distinct style of “ barring ” ; to an advanced performer the matter may be 
perhaps of less importance, but even he cannot fail to appreciate the com- 
fort of increased legibility. 

As a royal road to thorough and sound Organ Playing in all styles, there 
is no other School which will bear comparison with this : a Beginner 
can follow no better course than to go through it slowly. 

THE ORGAN PARTS OF MENDELSSOHN^S ORATORIOS 
AND OTHER CHORAL WORKS. Analytically Con- 
sidered. By Oelando A. Mansfield, Mus.Doc., F.R.C.O. 
With numerous Musical Examples. Crown 8vo, cloth, 
4s. 6d. 

HENRY SMART'S ORGAN COMPOSITIONS ANALYSED. 

By J. Broadhousb. Crown 8vo, be'^elled cloth* 2s. 6d. 

THE INFLUENCE OF THE ORGAN IN HISTORY. By 
Dudley Buck. New Edition with Illustrations, Crown 
8vo, cloth, 2s. (or paper, Is. net). 

REFORM IN ORGAN BUILDING. By Thomas Casson. 
Crown 8 VO, sewed, 6d. 


PIANOFOETE. 


INDIVIDUALITY IN PIANO TOUCH. By Ahommn H. 
Lindo and J. Alfred Johnstone. Crowii 8vo, Is. net. 

HOW TO STUDY THE PIANOFORTE WORKS OF THE 
GREAT COMPOSERS. By liRKBEitT Westerby, 
2Jus,Bac, Handel, Bach, Haydn, Scarlatti, Mozart, 
dementi, 0. P, E. Bach. With Portraits and Musical 
Examples throughout. Crown 8vo, cloth, 5s. 

This volume is also issued in separate parts, paper covers, 
as follows : 

Handel, 6d. net; D. Scarlatti, (hI. net; Beethoven, 
Is. net; J. S. Bach, 6d. net; 0. P. E. Bach and H.^ydn, 
6d. Clehenti, 6d. net ; Mozart, 6d. net, 

THE ARTIST AT THE PIANO. Essays on the Art of Musi- 
cal Intei'pretation. By George WooDHOusE. 8vo, cloth, 
2s. 6d. net (or pai^er covers, Is. 6d. net). 

The celebrated pianist Paderewski, after reading: the manuscript of this 
fitimuiating volume wrote : “ The booklet is quite a remarkable work and 
a really valuable contribution to the philosophy of pianistio art.** 

THE ART OF TEACHING PIANOFORTE PLAYING. A 
Systematised Selection of Practical Suggestions for 
Young Teachers and Students. By J. Alfred John- 
stone (author of “ Piano Toudi, Phrasing and Inter- 
pretation/* Modern Tendencies and Old Standards 
in Musical Art/* etc,). Second edition. Thick crown 
8vo, cloth, 5s. 

Not a few of those who have spent yeara at the work of giving lessons in 
pianoforte playing fail lo acliieve the success' their abilities deserve simply for 
the lack of some clear, systematic, practical knowledge of the art of teaching. 
Ill this volume methodsare suggested, hints are offered, principles and rules are 
formulated, courses of study are sketched out; and all these are sufa- 
oiently general and varied to furnish a useful guide for the teacher 
without circumscribing his individual genius or running any risk of 
stunting his development. 

** The work of one who is both an experienced instruotor and a thorough 
musician.” — Nottingham Guardian. 

“ The most comprehensive handbook for teachers that we know . . 
the chapter on finger exercises is excellent,”— The Literary World. 

To read this book thoroughly is to a pianist a liberal education , , . 
the most comprehensive handbook for piano professors we have ever met 
yjvith. *’—OheltenJiam Examiner, 

PRACTICE REGISTER for PupiPs Daily Practice. A 

Specimeu, Id. (or Is. per 100). 
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i^EEVES’ VAMFINCI TUTOE:., Art of Extemporamotis Ao» 
compaiiiment, or Flaying by Bar on the Pianoforte, 
Eapidly Enabling anyone having an Ear for Music (with 
or without any Knowledge of Musical Notation) to Ac- 
company with Equal Facility in any Key with Prac- 
tical Examples. By Feanois Tayloe. New Edition, 
to which is added Instructions for Accompaniment 
with Equal Facility in every Key illustrated by Ex- 
amples, Folio, 28. 

f^EEVBS^ TUB FOFBLAE FIANOFOPTE TtfTOI^» Instruc- 
tions, Scales, Exercises, Tunes. Folio, Is. 

PIANOFORTE TBACHER^S GUIDE. By L. Plaidy, Trans- 
lated by Fanny Raymond Bitter. Crown 8vo, boards, 
la. 

Eyidently writteD by a pianist who is a thorough master of his instru- 
ment as well as a good tcaoher,*'— jG^ducaiional Times. 

Some of the finest pianists of the day owe much of their technical 
facility to Plaidy's excellent method.’*— Uaeaar, 

THE ART OF TUNING THE PIANOFORTE. A New and 
Comprehensive Treatise to enable the Musician to Tune 
his Pianoforte upon the System founded on the Theory 
of Equal Temperament, By Hermann Smith. New 
Edition, thoroughly Revised. Crown 8vo, limp cloth, 2s. 

- THE DEFFE FINGER EXERCISES for Rapidly Developing 
an Artistic Touch in Pianoforte Playing, Carefully Ar- 
ranged, Classified and Explained by Amy Fay (Pupil 
of Tausig, Kullak, Liszt and Deppe). Folio, English 
Fingering, Is. 6d. (Continental Fingering, Is. 6d.). 

The Musical Times says : ** We are asked by a well-known pianist to say 
that Herr Emil Sauer was trained up to his seventeenth year on the Deppe 
system and that he owes his wonderful technique almost solely to that 
method Our correspondent adds that Herr Sauer speaks as enthusi- 

astically of the Deppe method as did Miss Amy Fay.” 

PIANOFORTE SCALES IN THIRDS AND SIXTHS FOR 
EACH HAND, In All the Major and Minor Keys. Fin- 
gered and Arranged by M, Rock. Is. 6d. net (pub- 
lished at 4s.) 

PIANO TEACHING. Advice to Pupils and Young Teachers. 
By F. Le CotrppEY (Prof, in the Conservatory of Music, 
Paris, etc.). Translated from the Third French Edition 
by M. A. Bikrstadt. Post 8vo, cloth, 2s. 

** Well worthy of perusal both by young teachers and pupils. The book 
contains sound advioe, particularly applicable to the study of pianoforte 
playing.”- -W. H. Wxbbb in The Pianist's A. B. <?. 
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TECHNICAL STUDY IN THE AIRT OF PIANOFORTE 
PLAYING (Deppe^'s Principles), By O. A. Ehken- 
FEOHTER, With numerous Illustrations. Fourth Edi- 
tion. Crown 8vo, bevelled cloth, 2s. 6d. 

Contents : Position— Am—Wrist—Fingera ; Touoh (Tone Production) ; 
Legato; Equality of Tone; Tension and Contraction; Five Finger Exer- 
cises; Skips; The Scale; Arpeggio Chords; Firm Chords; High Eaising of 
the Arm ; Melody and its Aooompaniment ; Connection of Firm Chords ; 
The Tremolo; The Shake (Trill) ; The Pedal; Fingering. 

WELL-^KNOWN PIANO SOLOS. How to Play them with 
Understanding, Expression and Elfect. By Charles 
W. Wilkinson. Goniaining liO Articles dealing wiih 
the Works of Sinding, Scarlatti, Paderewski, Handel, 
Riibinstehi, Scharwenka, Schumann, Godard, Delibes 
and other Composers. With Portraits. Oro-wii 8vo, 
cloth 5s. 

BittOj the above divided into four parts, in paper covers, 
Is. each series. 

Contents of the First Series S inding, Rustle of Spring. Scaelatti. 
Pastorale e Capriooio. Padubewski, Minuet in Q. Handel. Harmonious 
Blacksmith, Rdbinstkin, Melody in F. Schabwfnka, Polish Dance. 
Schumann, NachtstUcke. 0 odaed, Manurka. Delibes, Pizasioati from 
Sylvia. Crieg, Wedding Day at Troldhangen. Flg.ae, Salut d’Amour, 
Padebewshi, Melodie. BArr, La Fileuse. Tchaikovskt, Troika. Godard, 
Berger et Bergferes. Chahinads, Pierrette, Moszkowski, Eftineelles. 
Paderewski, Minuet in A Major. Grieg, Norwegian Bridal Procession. 
Liszt, Regata Veneziana. Chaminadk, Automne. IMoszkowski, Serenata 
Lack, Valse Arabesque. Schumann, Arabeske. Chopin, Eta.de in G Plat. 
Durand, First Valse. 

The Second, Third and Fourth Series contain a similar varied selection. 
Draws one's attention to the beauties in a piece, explains difficulties here 
and there, draws attention to a pedal effect and any peculiarity of finger- 
ing, and generally gives all the information a professor is expected to 
give to his pupils. 

“ Described in detail in a manner to be understood by the youngest 
student, and with a charm that must ensure the popularity of the book." 
—Aberdeen Daily Journal, 

In plain language free from teohnioalities proffers valuable help to the 
budding piano soloist."— Leiocsfsr Mail, 

DELIVERY IN THE ART OF PIANOFORTE PLAYING, On 
Rhythm, Measure, Phrasing, Tempo. By C. A. Ehren- 
FECHTFJi, Second Edition. Crown 8vo, bevelled cloth, 2s. 
** Deals with rhythm, measure, phrasing and tempo as applied to piano- 
forte playing .... explains the difference between the subjective and 
objective in delivery and expresses his opinion that a performance of the 
born artist must of necessity be subjective, while the wavering, undecided 
and uninspired amateur will be safest in giving an altogether objective 
rendering. The section with reference to accent is particularly good. 
There are numerous illustrationa from the works of the masters."— W. H. 
WiBBE in The Pianists A. B, 0. 
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„..vATni!CH PHRASING AND INTERPRETATION. By 
J aSeto ioHNSTONE {auikoT of “The Art of Teachmg 
Piano Playing ” etc.) Crown 8vo, cloth, 3s. 6d. 

M*NnnoOK TO CHOPIN’S WORKS. Giving a Detailed 
" rcom.t of all the Compositions of Chopin Short 
Analyses for the Piano Student and Critical Quota- 
ions from the Writings of Well-Known Musical 
.\nihors. By Q. 0. Ashton Jonson. The ^hole 
Ponning a Complete Guide for Coii^rt-Goers, Pmmsts 
1 1 > .u.ola-Plavers, also a Short Biography, Critical 

.1 -wovk., .to. 

Crown 8vo, cloth, gilt top, 6s, 

time a syetematio and inability t» read or play the more 

hitherto denied to them owing to their man j 

aifflonlt oompoaitlona. neoeaaary to know about 

“ Here in one compact rolunie. la ' enthusiast • • * Each eepar- 
Chopin and bU works J sMuenee, and attached to them are briet 

ate opus ie placed in its together with Hr. Ashton 

o^^n"lueroriI|U .ri/a^nir 

^ron/aatiror't* ao"Ud\r,WB«r tediona. The book should be greatly 
studied by alI."--B«i!v Glirontele. 

s SVSTBM or 

Chapters on the vnC 0. Illustrated with 

^umeTrs SExUples.- 8V0. cloth, 2s. (paper 

covers, Is.). . nPceasitT. of a study of scales 

Tire supreioo f Arm of arpeggio, to the student of the 

and chords, the XiLT ?t fs th"alni of the writer to lay 

pianoforte, is universally _tal rales which it is believed will 

Lfore the reader the ktelligible, if not actually easy. 
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TECHNICAL AND THEOKETICAL. 


To R.C.O, AND Diploma Candidates. 

A COMPEND OF MUSICAL KNOWLEDGE. By Peecy 
Baker, F.ILC.O., L.Mm.T.C.L. Being a Guide with 
Notes, Hints and Articles on the Study of Examination 
Questions. Crown Svo, cloth, 2s. net. 

This book has boon prepared primaritif to help eandidates entering' for 
the R.C.O. and T.O.L, Diplomas, thong'U it tiontains much information for 
th^ amateur musician and general render. It is indispensable to teachers 
who wish to guide their pupils through a course of study dealing with a 
large number of subjects like those set for the F. R.C.O. and A. R.C.O. ex- 
aminations. 

ELEMENTARY LESSONS ON SIGHT SINGING. Combin- 
ing the Staff and Tonic Sol-fa Notations. With Music 
Examples throughout. By J. W. Bossinoton, 
TmB,A,j\L Is, net. 

For many singers there is only one method of becoming good sight-readers, 
viz., combining the tonio sol-fa with the staff notation. It is hoped that a 
perusal of these elementary lessons will show the principles on which this 
combination is effected and simplify the somewhat difficult task of sight- 
reading. 

RUDIMENTS OF MUSIC. Set forth in Graded Questions 
with Answers. By B. Howaeth, A.B.C.M, 

For the Use of Candidates preparing for the Examina- 
tions of the E.A.M., L.R.A.M., A.R.C.M. Crown 
Svo, Is. 

STEFS IN HARMONY. With Copious Explanatory Exam- 
ples and Graded Test Exercises. A Handbook for 
Students. By Dr. Churchill Sibley. With Music 
Examples throughout. Crown Svo, boards, cloth back, 
2s. 6d. net. 

It is believed that he who thoroughly masters the contents of these pages 
will be prepared to study intelligently the harmonic structure of the works 
of the great masters, and also to follow critically the changeful tendencies 
of the present day. 

600 QUESTIONS AND 600 EXERCISES IN ELEMENTARY 
MUSICAL THEORY. By W. H. Paimbk. Crown Svo, 
cloth, 2s. nM (paper covers, Is. net). 

Intended as a help to the private student and to the candidate prepar- 
ing for the several musical examinations. 

ON THE MODAL ACCOMPANIMENT OF PLAIN CHANT. 

A Practical Treatise. By Edwin Evans, Senior, 
F*B.C*0. Part I, Theoretical; Part II, Practical 
School of Plain Chant Accompaniment, consisting of 240 
Exercises, with an Appendix of Notes. Crown Svo, 
cloth, 3s. 6d. net. 
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TECHNICAL AND THEOBETICAL. 


UOBEm C0O3RDS EXPLAINED. (The Tona! Scale in 
Harmony.) By Arthue G.-FofTBR. With Mnsicai Ex- 
amples from the Works of O. Debussy, Richard Strauss 
and Granville Bantock, 8vo, limp cloth, Is. (paper 
cover, 6d. net). 

THE HARMONISING OF MELODIES. A Text-Book for 
Students and Beginners. By H. C. Banistee. Third 
Edition, with numerous Musical Examples. Crown 8vo, 
limp cloth, 2s. 

EXERCISES IN VOCAL SCORE READING. Collected from 
the Works of Orlando di Lasso, Palestrina, Vittoria, 
Barcroft, Bedford, Peter Cer ton, Byrd, Gibbons, Croft, 
Rogers, Boyce, etc. For Students preparing for the 
R.C.O. and other Examinations. By James Lyon, 
A/'US.Doc. Oxon, 4to, 3s. 

EXERCISES IN FIGURED BASS AND MELODY HAR- 
MONIZATION, By James Lyon, Mits.Doc. 4to, 2s. 

HOW TO COMPOSE. A Practical Guide to the Composi- 
tion of all Works within the Lyric Form, and which 
include the Valse, Gavotte, Mazurka, Polonaise, 
March, Minuet, and all Ordinary Dance Forms; as also 
the Nocturne, Impromptu, Berceuse, Reverie and 
Similar Characteristic Pieces. By Edwin Evans, 
Senior, F.R.O.O. (author of **The Relation of Tchai- 
kovsky to Art-Questions of the Day,” ‘‘ A Handbook to 
Brahms’ Works,” ”Th6 Modal Acconapaniment to 
Plain Chant,” etc.). With 60 Musical Examples. 
Crown 8vo, cloth, 2s. 6d. (paper, Is. 6d. net). 

PRONOUNCING DICTIONARY OF MUSICAL TERMS. By 
De. Dudley Buck. Sixth Edition, with the Pronunciation 
of each Term accurately given. Edited and Revised by 
A. Whittingham. Crown 8vo, cloth, Is. (paper, 6d.) 

A most valuable and useful little book to all muaical people^ The method 
adopted for giving the correct pronunciation of each term is most concise 
and clear. 

HARMONY. EASILY AND PROGRESSIVELY ARRANGED. 
Presenting in a Simple Manner the Elementary Ideas as 
well as the Introduction to the Study of Harmony. 
With about 300 Musical Examples and Exercises. By 
Paul Colberg. Crown 8vo, cloth, 2s. (paper, Is.) 

August Wilhelmj says:— “This work is distinguished by brevity and 
elearnesi I most warmly recommend it.” 
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A FlI^ST BOOK OP MUSIC FOB BBGIKHBJRS, Embodying 
Recent English and Continental Teaching. By Alfreb 
Whittingham. Sixth Thousand. Crown 8vo> sewed, 2d. 

THE RUDIMENTS OF GREGORIAN MUSIC. By Francis 
Buegess» F.S.A.j Scot. Crown 8vo, 6d. 

EXERCISES ON GENERAL ELEMENTARY MUSIC. A 
Book for Beginners. By K. Paige. Fourth Edition. 
Part I, price 6d. Part 11, price 9d. Crown 8vo, 
sewed (2 parts complete in cloth, 2s.). 

Contents or Pabt 1 : 1, Pitch. 2. Length of Sounds. 2. Time. 4. Time 
and Accent. 6. Intervals. 6. Scales. 7. Transposition. 8. Syncopation. 
9. Signs and Abbreviations. 10. Notation. H. Miscellaneous Questions and 
Exercises. 

Contents op Fabt II : 1. Triads, 3. First Inversion of a Triad. 3. Second 
Inversion of a Triad. 4. Dissonances. 5. Suspensions. 6. Sequences. 7. 
Cadences. 8. Dominant Sevenths, etc. 

ELEMENTARY MUSIC. A Book for Beginuei’s. By Dr. 
Westbrook. With Questions and Vocal Exercises. 
Thirteenth Edition. Crown 8vo, cloth, Is. 6d. (paper, 
Is.) 

Contents : 1. The Staff and its Clefs. 2. Notes and their Rests. 3. Bare 
and Time. 4. Accidentals. 5. Keys and Seales. 6. Intervals. 7. Musical 
Pitch. 8. Accent. 9. Secondary Signs. 30. Ornaments and Groups of 
Notes. 11. Yoices and Scores. 12, Church Modes. 13. Italian and other 
Directions. 14. Foreign Note-Names. 15. Questions. 16. Tooal Exercises. 

“ His explanations are extremely clear. Tho questions at the end will be 
found very useful. “—ilfustcai Timca. 

“This little primer is one of the best of its kind, and forma an admir- 
able course of preparation for the local examinations in music .... it 
ensures, as far as a book can, an intelligent and thorough grasp of the 
elements of musical knowledge, Tho questions at the end of tho book will 
be found invaluable to teachers.* —Jo urna/ of Triniti/ Uollege, London. 

HARMONY AND THE CLASSIFICATION OF CHORDS. 
With Questions and Exeircises. By Dr. J. H. Lewis. 
Vol. Ij 8vo, boards, cloth back, 5s. 

Ditto, VoL II. 8vo, boards, cloth back, 5s. 

COUNTERPOINT: A Simple and Intelligible Treatise. Con- 
taining the most Important Rules of all Text Books, in 
Catechetical Form (forming an Answer to the Question 
“What is Counterpoint?*') Intended for Beginners. 
By A. Livingstone Hirst. (Beeves' Educational 
Series, No. Crown 8vo, sewed, 9d. 
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HOW TO MEMOHIZE MUSIC. By 0. F. Kbnyon. With 
numerous Musical Examples. Fourth Edition. Crown 
8vo, cloth, 2s. (paper, la.). 

“ Mr. Kenyon prov(‘s himself an excellent guide; and indeed we know of 
no other work devoted to the subject with which he has dealt so thoroughly 
and so successfully,*’— Gtojsrou? Eerald, 

“ Points out the paramount importance of being able to play from 
memory. Many useful hints are given on the course of study to be 
adopted.”— Post. 

” A most valuable little book of eight chapters, containing valuable 
information on the art of memorising, with many illustrations.”— 

Morning News. 

” May do much good inducing young pianists to cxert their brains 
together with their fingers.”— ForitaAfre Post. 

THE ART OF MODULATION. A Handbook showing at a 
Glance the Modulations from one Key to any Other in 
the Octave, consisting of 1,008 Modulations. For the 
Use of Organists and Musical Directors. Edited by 
Caeli Zoeller. Third Edition. Roy.* 8vo, cloth, 4s. 
(paper, 2s. 6d.). 

HOW TO HARMONIZE MELODIES. With Hints on Writ^ 
ing for Strings and Pianoforte Accompaniments. By 
J. Henry Bridgbr, Mus.Bac, With Musical Examples 
throughout. Crown 8vo, cloth, 2s. 6d. 

HOW TO WRITE MUSIC IN SHORTHAND. For Com- 
posers, Students of Harmony, Counterpoint, etc., can 
be Written very Rapidly and is more Legible than 
printed Music, with Specimens from Bach, Handel, 
Chopin, Wagner, Mendelssohn, Spohr, Mozart, etc. By 
Francis Taylor. 14 pages, 12mo, sewed, 6d. 

TRANSPOSITION AT SIGHT. For Students of the Organ 
and Pianoforte. By H. Ernst Nichol. Fourth Edition, 
with numerous Musical Exercises. Crown 8vo, cloth, 
Is. 6d. (paper, Is.) 

There is no need to dwell upon the usefulness or oven the necessity of 
transposition to the organist or the accompanist of songs. The practice of 
transposing upon the lines here laid down develops the ” mental ear/’ 
quickens the musical perception and gives ease in sight reading ; as it is 
evident that^ if the student can transpose at sight, he will not have much 
difficulty in merelY playing at sight. The author has made free use of the 
tonic sol'fa as well as the old notation in his many musical examples. 
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MUSICAL AHALYSIS. A Handbook for Students. Bj 
H. 0. Banister. With Musical illustrations. Crown 
8vo, limp cloth, 2s. (paper covers, Is, net), 

THE AIRT OF MODULATING. A Series of Papers on Modu- 
lating at the Pianoforte. By Henry C. Banister. 
With 62 Musical Examples. Crown 8vo, limp cloth, 2s. 
(paper covers, Is, net), 

THE STUDENTS HELMHOLTZ. Musical Acoustics or the 
Phenomena of Sound as Connected with Music, By 
John Broabhoxjsb, With more than 100 Illustrations. 
Fourth Edition. Crown 8vo, cloth, 7s. 6d, 

In Ms Preface the author says : ‘ The object of the present booh is to 
giTo, in one volume, a good general view of the subject to those who can 
neither spare time to read, nor money to buy a number of large and ex- 
pensive works.* A perusal of the book justifies us in asserting that this 
design is most satisfactorily carried out; and it is not too much to say 
that although the plan of the work excludes the possibility of minutely 
dissecting every subject treated upon, any careful reader may obtain so 
clear an insight into the principle of acoustics, as to enable him not only to 
pass an examination but to store up a large amount of general knowledge 
upon the phenomena of sound.*’— -M usical Times, 

* The Student’s Helmholts * will be very useful to many musicians, to 
whom much in Helmholts’s work must appear obscure. I shall recommend 
the book whenever an opportunity offers itself,”— Da. Ritte». 

This work has been specially designed for musical students preparing 
for examination. 

EXAMPLES OP FOUB PART WRITING FROM FIGURED 
BASSES AND GIVEN MELODIES. By James Lyon, 
Mus.Doc* 4to, 48. 

These exeroisea are printed in open score so as to be of nee in score 
reading tests. This volume forms a key to ” Exercises in Figured Bass *' 
by the same author. 

THE STUDENT’S BOOK OF CHORDS. By Pascal Need- 
ham. Crown 8vo, sowed, 6d. net. 

The Author says : A very large number of music students, executive and 
theoretical, have expressed to me from time to time a desire for a cheap 
book, in which the chords v?ith their inversions and resolutions are briefly 
and clearly explained. To these students I dedicate this work. 


VIOLIN, 


THE FRECUI^SOI^S OF THE VIOLIN FAMILY. Records, 
Researches and Studies, By K. Schlesingee. With 
over Two Hundred Illustrations and Plates. Thick 8vo, 
cloth, gilt top, 12s. 6d. net. 

The Times says of Miss Schlesinger’s work : The results of ori 
giuai research are evident .... a new light is here thrown on the early 
history of the violin family, and in any future work on this subject 
account will have to be taken of the research disclosed in this volume.*’ 

This volume, complete in itself, formed originally a part of the twO' 
volume vrork entitled “ The Instruments of the Modern Orchestra and 
Early Records of the Precursors of the Violin Family. 

ADVICE TO VIOLIN STUDENTS. Containing Informa- 
tion of tho Utmost Value to Every Violinist. By 
■Wallace Ritchie, Fmicipaly West London Violin 
School. Crown 8vo, cloth, 2s. 6d. net. 

Contents : Selecting and Adjusting— Choice of a Teacher— Course of Study 
—The Sevoik Method — Practising — Style— Tone Production— Pronunciation 
of Terms, Names, etc.— Graded List of Studies, Pieces, etc. Together with 
Hints on Common Faults — Shifting — Reading Music — Stopping— Har- 
monics— Vibrato— Tempo— Intonation, Pitch, etc. 

AN IMPORTANT LESSON TO PERFORMERS ON THE 
VIOLIN. By the Celebrated TARTINI. Portrait. 
Being the Translation by Dr. Burney, issued origin- 
ally in 1779, together with the original Italian. 8vo, 
cloth, 2s. net (or paper covers, Is. net). 

THE VlOLINIST^S DICTIONARY. Containing nearly 2,000 
Words, Phrases, References, etc., used in the Study of 
the Violin Fully Explained. By Frederic B. Embry, 
M.A. With a List of Important Composers of Violin 
Music, and of Old Violin Makers, also Rules for Pro- 
nouncing Foreign Terms. 8vo, cloth, 2s. 9d. net. 

THE VALUE OF OLD VIOLINS. By E. Polonaski. Being 
a List of the Principal Violin Makers, British, Italian, 
French and German. With Approximate Valuations of 
their Instruments and Occasional Notes on their Var- 
nish. Facsimiles of Labels and Violins. Crown 8vo, 
cloth, 2s. 6d. net. 19X2 

NOTES ON THE CONSTRUCTION OF THE VIOLIN. By 
W. B. Coventry. 12mo, cloth, 2s, (or paper covers. Is. 
net). 

FACTS ABOUT FIDDLES. Violins Old and New. By 

Broadhousb. Fourth Edition. Crown 8vo, sewed, ^ 
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IKFORMATION FOR ' , FLAYERS, Owners, Dealers ■ and 
Alakers of Bow Instx'nments, also for String Aianu- 
faeturers. Taken from Personal Experiences, Studies 
and Observations. By WinniAM Hepworth. With Ilius- 
trations of Stainer and Gnariierius t^iolins and Gauge 
of Millimetres and Centimetres, etc. Crown 8vo, elotii, 
2s. 6d. 

Contents ; The Pefrs---Neek---Fiiiger-board-~Bridfi‘(‘--“~Tail-Pieoe---Sa(Idie-™ 
Violin Tlold(‘r— Taihpin“™-Bar--~ 8 ottnd-p 08 t-- On the Stringinf? of Bow Instru- 
ments in General Use-^Stniiig'S— Eo8in--"01eaning‘ of the Instrument and the 
Bridge- -Bow-Violin Case— Bepairs— Preservation— Conoluaion. 

STKADIVARIUS. By Fetis. See ‘‘ Biographical Sectiori.’’ 

TEE HISTORY OF. TEE VIOLIN and other Instruments 
Played on with the Bow from t lie Remotest Times to the 
Present. Also an Account of the Principal Makers. 
Coloured Frontispiece and numerous Illustrations and 
Cuts. By W. Sanuys, F.6M., and S. A. Forster. 
Thick 8vo, cloth, 7s. 6d. net (published at 14s.). 

TREATISE ON TEE STRUCTURE AND PRESERVATION 
OF THE VIOLIN and all other Bow Instruments. To- 
gether with an Account of the most Celebrated Makers 
and of the Genuine Characteristics of their Instruments. 
By J. A. Otto, with Additions by J. Bishop. With 
Diagrams and Plates. Fourth Edition, further En- 
larged. Crown 8vo, cloth, 3s. 

Contains instructions for the repair, preservation and bringing out the 
jne of instruments; tracing model for violin, mutes and fiddle holders; 
list of classical works for stringed instruments. This work is especially 
valuable for makers of violins. 

HOW TO PLAY .THE .FIDDLE*'-For'3eginn^^^^^^^ the 
Violin. By H, W. and G. Gresswelu. Eighth Edi- 
tion. Crown 8vo, cloth, 2s. (paper, Is.) 

Joachim says: ‘‘Contains many useful hints about violin playing," 

. VIOLIN MANUFACTURE IN ITALY and its German Origin. 
By Dr. E. Sohbbbk. Translated by W, E. Lawson. 
Second Edition, Square 12mo, cloth, 2s. (paper, Is.) 

BIOGRAPHICAL DICTIONARY OF FIDDLERS. See Bio- 
graphical Section.^' 

HOW TO REPAIR VIOLINS and other Musical Instruments. 
By Aupred F. Common. With Diagrams. Crown 8vo, 
cloth, 2s. (paper, Is.) 
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THE VIOLIN, Its History anS Construction. ■Illustrated' 
and Described from all Sources. Togetlier with a List 
of Tyrolese and Italian Makers. With. 29 Illustrations 
and Folding Examples of the First Music issued for the . 
Imie, Viol and Voice. From the German of Abelb and 
Nibdbbbei'tmann. By John Broabhotjsb. , Crown Sro, 
cloth, 28. 

“ The learned and instructive treatise of Abele, skilfully rendered by 
J. Broadhouse and supplemented by a version of Niederheitmann’s list of 
Italian and Tyrolese violin makers, a compilation invaluable to collectors 
and connoisseurs of x'are fiddles .... a work which forms a noteworthy 
addition to the small number of Bng'lish books upon this interesting: sub- 
ject.”— 

mow TO MAKE A VIOLIN, Practically Treated. By J. 
Broadhouse. New and Eevised Edition. WTth 47 Il- 
lustrations and Folding Plates and many Diagrams, 
Figures, etc. Crown 8vo, bevelled cloth, 3s. 6d, 

CoNTKNTS: Introduction— The Parts of the Violin-T-On the Selection of 
Wood— The Tools Required — The Models — The Mould— The Side-pieces and 
Side Lining'S — The Back— Of the Belly— The Thickness of the Back and 
Belly— The Bass Bar— The Purfling— The Neck— The Finger-board— The 
Nut and String Guard— Tarnishing and Polishing— Tarnishes and Colour- 
ing Matter— The Tarnish— A Mathematical Method of Constructing the 
Outline— The Remaining Accessories of the Tiolin. 

This new edition has had the advantage of being revised throughout by 
a celebrated violin maker. 

SKETCHES OF GREAT VIOLINISTS AND GREAT 
PIANISTS. See ' ‘ Biographical Section.’’ 

THE ART OF HOLDING THE VIOLIN AND BOW AS EX- 
EMPLIFIED BY OLE BULL. His Pose and Method 
proved to be based on true Anatomical Principles. By 
A. B. Crosby, Jf.D., Profes&or of Anatomy. Por- 
trait, Diagrams and Illustrations, 8vo, cloth, 28. 
(paper, Is.) 

Included in the above are some interesting recollections and anecdote* 
of Ole Bull. 

THE VIOLIN AND OLD VIOLIN MAKERS. Being a His- 
torical and Biographical Account of the Violin. By 
A. Mason Clarke. With Facsimiles of Labels used by 
Old Masters and illustrations of a copy of a Gaspare da 
Salo. Crown 8vo, cloth, 2s. net (paper, Is. net). 
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TECHNICS OF VIOLIN FLAYINO, By Kaei. Cotjotoisxer. 
With Illustrations.' Tenth Edition. CJloth, 2s. 8d, 
(paper, Is.) 

“It is my opinioa that this book will offer material aid to all violin 
players. ’^‘--J oachim. 

“ As far as words, aided by diagrams, can make clear so practical a 
subject as the playing of a musical instrument, this iitikv book leaves 
nothing to be desired. The author, who was a pripil of Joachim, has 
treated the subject in a most thorough manner, and we can highly recom- 
mend hi# little bwk.‘ Kwes. 
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THE ART OF VOCAL EXPRESSION. A Poptilar Hand- 
book for Speakers, Singers, Teachers and Elocutionists. 
By the Rev, Ch:.4S. Gib. Crown 8vo, cloth, 2s. net (or 

paper covers, Is. net), 

A CHAT WITH CHORAL SINGERS. By H. W. Sparrow, 
ii.S.0.0. 8vo, paper cover, 4d. 

CONTEXTS: Reading Music— Tone Production— Breathing— Phrasing- 
Expression— Enunciation — Blend of Voices — Tone, Attack, Release — Care 
of the Voice— Suggestions. 

HOW TO ATTAIN THE SINGING VOICE, or Singing Shorn 
of its Mysteries. A Popular Handbook for those desir- 
ous of winning Success as Singers in Public and Private 
Life. By A. Richards Broad. Crown 8vo, cloth, 2s. net 
(paper covers, Is. net). 

“ An immensely interesting book that has every right to be classed 
among those that are genuinely useful, and it should be prised by all 
vocalists from the highest to the lowest .... short essays, brief and to 
the point, on the varied phases of the singing voice ; there is none of the 
superfluous literary padding about it . . . . is earnestly recommended to 
all as being a most exhaustive treatise in concise form of the art, and we 
trust that it may reap what it deserves, by running into many editions.” 
—The Musical Ohserver. 

A correspondent writes to the author: *M have read and re-read your 
little booklet with much interest and attention, and think that this book 
should be in the hands of everyone having a real interest in singing. It 
is the best investment I have made, and although it has dispelled many 
illusions, I wish to thank you right heartily for having placed such an 
excellent work at the disposal of the public.” 

VOCAL SCIENCE AND ART. Being Hints on the Produc- 
tion of Musical Tone. By the Rev. Ohas. Gib. The 
Boy’s Voice, Muscular Relaxation, The Art of Deep 
Breathing, Elocution for Ordination Candidates. With 
Numerous Illustrations, together with an Introduction, 
Notes and Diagrams by J. F. Halls Dally, M.A., 
ALD.y B,0. Cantab, y A£.B,O.F, Land. y etc. Dedicated 
by Kind Permission to the Right Rev. the Lord Bishop 
of London. Crown 8vo, cloth, 3s. 6d. 

THE THROAT IN ITS RELATION TO SINGING. A Series 
of Popular Papers. By Whiteibld Ward, A.M., M.D, 
With Illustrations. Crown 8vo, cloth, 2s. (paper, Is.) 

Contents: Anatomical Structure of the Throat; What we see with the 
Laryngoscope; How we Sing; How we Breathe; How to take Care of the 
Voice; Hints to Voice Builders; How the Voice is Destroyed; Common 
Throat Affections of Singers, together with their Treatment, etc. 
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OBSERVATIONS ON THE FLORID SONG. Or Sentiments 
on the Ancient and Modern Singers. By P. F, Tosi. 
Translated by Mil. Galliarb. 'With folding Musical 
Examples. 184 pages. A Reprint of this Celebrated 
Book, first published in 1743. Crown 8vo, boards with 
vellum-like back, 5s. net (pub. lOs.) 

Recommended to all students of the Italian metliod of aing'ing by the lat^ 
Charles Lunn. a 

The readers of * The Etude * have frequently been treated to quotations 
from this remarkable work. To the teacher and student of singing: it has 
a peculiar message. It stands for all that is sound and ftnal in the phil- 
osophy of singing and shows that the lesthetios and morals of the art are 
changeless. Those who need a healthful mental stimulus should read this 
reprint of a work that represents the best thought and practice of the oid 
Italian singers and singing masters.** — T7ie Etude. 

**It is a practical treatise on singing in which the aged teacher em- 
bodies his own o.vperience and that of his contemporaries at a time when 
the art was probably more thoroughly taught than it has ever been since. 
Many of its remarks would still be highly useful . hictionary of 
Music and Musicians. 

RUDIMENTS OF VOCAL MUSIC. With 42 Preparatory 
Exercises, Rounds and Songs in the Treble Clef. By 
T. Meb Patti SON. Second Edition. Post 8vo, sewed, 2d. 

CATECHISM OF PART SINGING. And the Choral Services. 
By John Hiles. Third Edition. Thick post 8vo, 
sewed, Is. 

Advice to singers on every point of interest in references to the vooal 
cjrgans. 

TWENTY LESSONS ON THE DEVELOPMENT OF THE 
VOICE. For Singers, Speakers and Teachers. By 
Geo. E. Thoep. Grown 8vo, limp cloth, Is. 

Mr. Thorp’s two books have from time to time been recommended by 
various eminent vocal specialists as giving practical aid and advice for the 
training, care and development of the voice. They are free from any 
biased system** or discovery/* 

TREATISE ON THE TRAINING OF BOYS’ VOICES. With 
Examples and Exercises and Chapters on Choir-Organ- 
ization. Compiled for the Use of Choirmasters. By 
George T. Fleming. Crown 8vo, cloth, 2s. 

GRADUATED COURSE OF EXERCISES FOR BOY CHOR- 
ISTERS. With Pianoforte Accompaniment. For Use 
in Conjunction with Above. By G. T. Fleming. 4to, 
album, sewed, Is. 

BittOj Boy’s Voice Part only, Cul. 
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60 MUSICAL HINTS TO CLERGYMEN.' MaBagemeiit of 
Breath, Classification of Male Voices, Management of 
the Voice, The Service. With Twenty specially written 
Exercises. By Giso. F. Gkover. Crown 8vo, sewed, Is. 

SOME FAMOUS SONGS. An Art Historical Sketch. By 
F. R. Ritter, 8vo, sewed, Is. 

HOW TO MANAGE A CHORAL SOCIETY. ' By N. Kilbubn,/ 
Mus.Bac. Third Edition, Revised. Crown 8vo, sewed, 

■ 6d. 

HOW TO SING AN ENGLISH BALLAD. By E. Phiep. 
Seventh Edition. Crown 8 vo, sewed, 6d. 

** It would be diffujult to find a casket of brighter gems than those which 
lie within the cover of this little wovk-'^-^IUustrated London News. 

PHYSICAL DEVELOPMENT IN RELATION TO PERFECT 
VOICE PRODUCTION. By H. Teavers Adams, B.A. 
8vo, sewed, 2s. net. 

This work is especially intended for students and is divided into sections, 
such as Vibration, Breaks and Registers, The Speaking Voice, Attack. 
Practical Application, Breathing, Inspiration, Final Exercise in Inspira 
tion, Expiration, Active or Forced Inspiration, Completion of Breathing, 
Practice of Sounds, Placing, Classification of Voices. 

VOICE PRODUCTION AND VOWEL ENUNCIATION. By 
F. F. Mewburn Lbvien. Diagrams by Arthur C. 
Behrenb. Post 8vo, sewed, 6d. 

VOCAL EXERCISES FOR CHOIRS AND SCHOOLS. By 
Dr. Westbrook. Post 8vo, sewed, 2d. 

TWELVE LESSONS ON BREATHING AND BREATH CON- 
TROL. For Singers, Speakers and Teachers. By 
Geo. E. Thorp. Crown 8vo, limp cloth, Is. 



WAGNER. 


WAGNER’S TEACHINGS BY ANALOGY. His Views on 

Aksohite Music and of'i:he Kelatioiis of Articulate and 
Tonal Speech, with Special .Reference to Opera and 
.Drama.’’ A Series of Papers for the Student. By 
Edwin Evans, Senior^ F.ltXhO. Crown 8vo, clotli, 
2s. (xl. net. 

An introduction to the study of Wagner’s I’rose Works. 

'OPEI^A AND DRAMA. By Eicharu Waonee. Translated 
by Edwin Evans, Senior, F.B..CM, YoL I. : Fart 
I. Opera and the Essence of Music. Fart 11. The 
Stage-Play and Dramatical Poetic Art in the Abstract. 
Vol. II. : Part III. Poetry and Music in the Drama 
of the Future. The Three Parts in 2 vols. Portrait, 
Crown 8ro, cloth, 10s. net (or separately, Vol. 1. 6s net; 
Vol II, 5s. net). 

The value of the study of Wagner’s prose writing as an education to 
the xnusicai stiident cannot be overestimated and amongst these prose 
writings ** Ojjera and^ Drama *’ may be considered his principal critical 
and theoretical production. Without a study of its contents no true and 
lasting understanding of opera can be arrived at. Wagner’s somewhat 
heavy and Teutonic style in the original has been admirably Englished 
by Edwin Evans, and Wagner students will fool they owe him a full debt 
of gratitude for so clear and expository a translation which has now been 
placed within their reach.! This pleasure is added to by the setting of 
the text which has been arranged in numbered paragraphs, each with a 
eub-hoading denoting the subjeot dealt with. A copious index makes 
possible an easy and quick reference to any of these paragraphs and the 
whole thus gains in attractiveness and loses the heavy and discouraging 
appearance of the original. 

Wagner writing to his friend Uhiig said: 

“Here t/ou have my testament: I may as well die now-~anythi7ig 
jurther that I could do seems to me a useless piece of luxury.’* 

Ernf.st Nkwmak in “ A Study of Wagner ” writes : “ Although there 
appears here and there in his prose-work something of the vast synthetic 
power of his musical imagination— such a work os ‘ Opera and Drama,’ 
for instance, finally compelling our admiration for its tenacity of pur- 
pose and the breadth of vision that sweeps so far before and after.'” 

BEETfiOVEN. By Riohaeb Wagnbe. With a Supplement 
from the Philosophical Works of Schopenhauer. Trans- 
lated by Edward Danneeuthek. Third Edition. Crown 
8ve, cloth, 6s. 

“ This work contains his contributions towards the metaphysics of 
music, if, indeed, such can be said to exist. Apart, however, from meta- 
physics the work is an exposition of Wagner’s thoughts on the signific- 
ance of Beethoven’s music.”— Grose’s Dictionary. 
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iUDAISxM IN MUSIC, Being the Original Essay together, 
with the Later Supplement. By Bichaeb Wagnbe. 
Translated from the German (Bas Judenthum in der 
Musik) and Furnished with Explanatory Notes and In- 
troduction. By E, Evans, Senior. Crown 8vo, cloth, 
3s. 6d, 

‘Mt at last becomes possible calmly to seek to draw from this essay 
those vaiuable lessons reiatiag to art-culture which are therein contained, 
not in that aspect of the main subject by which Wagner was most ex- 
cited or his adversaries most offended, but in those subsidiary references 
and explanations by means of which he then thought merely to support 
his case but to which time has given a greater value than to the case 
itself. The noise and disturbance created by the publication of the above 
work drew pnblio attention for the first time to Wagner’s prose writingt 
and created a demand which has continued ever since.’* 

■* This ‘ human document ’ shows Wagner in a peculiarly personal light, 
and as such it will be read with interest by those who believe that the 
composer of the * Ring ' never wrote anything which is not worth reading.” 
—Ths Scotsman. 

THREE IMPRESSIONS OF BAYREUTH. The 1908 and 
Previous Wagner Festivals. By Rose Koenig. With 
Two Facsimile Programmes. Crown 8vo, cloth, 28. net 
(paper, Is, net), # 

** Entertaining and agreeable reading, as recording the impressions of a 
muffioal and susceptible hearer.”— I’or&shife Pod. 

HOW TO UNDERSTAND WAGNER’S '‘RING OF THE 
NIBELUNG.” Being the Story and a Descrip)tive Ana- 
lysis of the “ Rbeingold,” the "Valkyr,” "Siegfried” 
and the "Dusk of the Gods.” With Mmsical Examples 
of the Leading Motives of each Drama. By Gitstavk 
Kobbb. Together with a Sketch of Wagner’s Life, By 
N. KiLBXJiiN, MifSiBae. (Jmiieih. Seventh Edition, with 
Additions, a Portrait and Facsimile. Post Svo, bevelled 
cloth, gilt top, 3s, 6cl. 

To be appreciated in the smallest way Wagner must be studied in advance. 

“Description and analysis go hand in hand with the narration of the 
story. Musical examples are given as aids to the identification of the 
leading motives and an index makes it easy for any reader to turn up 
any particular motive instantly.”— For JksAire Observer. 

“Such a compact handbook is almost indispensable to a real under- 
standing of the ’ my thology and the musical motives which have been 
blended into so superb a creation by Wagner.”— /iaZ^'/aa; Guardian. 

MY RECOLLECTIONS OF RICHARD WAGNER. By 
August Lesimple. Post 8vo, cloth, 2s. net (or paper 
covers, Is. net). 
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WAGNER. A Sketch of hia Life and Woiks. By N, Kilburn, 
Mus.Bac. Cantab, Sewed, del. 

WAGNER. Ring of the Nibeinrigen/^ Being the Story 
concisely told of “Das Iiheingold,^* “Die AValkiiro,’^ 
“ Siegfried and “ Gotterdiimmerung.” By N. Kil- 
Mits.Bac, Cantab. Crown 8vo, sewed, 9d. net. 

WAGNER’S “PARSIFAL.” , :And the; Bayrenth Fest-Spiei^' 
haus. By N. Kibburn, Mm, Bae, Cantab, Crown 8vo, 
sealed, 6d. 

BAYREUTH AND MUNICH, A Travelling Record of Ger^ 
man Operatic Art. By Veknon Brackhurn. Crown 
8vo, stiff boards, la, net. 

1. The PUilo^.op!iy of “ Parsifal.*’ t. Back to a busy World. S. Munieh 
the Moderate. 4. “ Die ZanberflQte.” 5. Wag*ner plus Mojsart. 6. A 
Di|?ree«on. 7. Back to Bayreuth. 8. Finally Muniob : from Two Aapeots. 

ON CONDUCTING. By Richard Wacner. Translated by 
Edward Damnreothku. Second Edition. Crown 8vo, 
cloth, 5a. 

“ Qne ef the finest of his minor publications, and to the professional 
musician, perhaps the most instructlYe, g-iving his views as to the true 
way of rendering classical music, with numerous directions how to do it, 
and how not to do it, together with many examples in musical type from 
the instrumental works of Beethoven, Weber, Moaart, etc.”~(7roue’s 
Dictionary. 

WAGNER. See “ Makers of Music.” (“ Biographical ” Sect.) 

„ See “ Mezssotints in Modern Music.” (j3Ssthetica, 

etc;. Section,! 
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MANUSCHIM MUSIC PAPER. ■ 

(a) 12 Staves, Eoy. 8vo (10 by 61), Ruled even, 5 
quires (120 sheets), the lot 2s. 6d. 

Tfeif is pre eminently the Musical Students* Paper, as it is light, port 
ahlo, smooth and easy to write upon ; eaoh sheet, too, will hold a large 
quantity of matter. There la no paper better suited for Exercises on 
Oounterpoint and .Harmony. 

(h) 12 Staves, Oblong folio (14 by 10). Ruled in 
groups of 3 Staves for Organ Music. 5 quires 
(120 sheets), the lot 5s. 

The paper is of the same 8i®e as ordinary oblong folio. Organ Music, 
«.g., Best's Arrangements, etc. 

(c) 12 Staves. Folio music sixe ruled in threes (10 by 

14). 6 quires (120 sheets), the lot, 5s. 

Exactly the same in size as ordinary folio printed music so that upon it 
Songs or Organ Pieces may be written just as they are to be printed. It 
is a very useful paper, as Manuscript music written on it can be bound 
with Printed Music. 

(d) 12 Staves, Quarto size (Ilf by 91). 5 quires (120 

sheets), the lot .Ss. 6d. 

(c) 12 Staves. Oblong quarto (9i by 111). 5 quires 

(120 sheets), the lot 3s. 6d. 

(f) 12 Staves. Folio music size, ruled even (10 by 14). 

5 quires (120 sheets), the lot 5s. 

fgj 24 Staves. Folio music size, full score (10 by 14). 

6 quires (120 sheets), the lot 5s. 

(h) 14 Staves. Quarto size (Ilf by 9f). 5 quires (120 

sheets), the lot, 3s, 6d. 

MANUSCRIPT MUSIC BOOES. Quarto size, 6d. ; Octavo 
size, 6d. and 3d. ; Brass Band book, 3d. ; Exercise book, 
oblong, 4d. 

CHOIR ATTENDANCE RECiISTER, 

NTo. 1. Ruled for a Choir of 20 or less for One Year, 
beginning at any date. Is. 6d. net. 

No. 2. Ruled for a Choir of 40 or less, for One Year, 
beginning at any date. 2s. net. 

No. 3, Ruled for a Choir of 60 or less, for One Year, 
beginning at any date. 2s. 6d. net, 

CHOIR LISTS FOR SUNDAY SERVICES. 

No. 1. Morn, and Even. Printed in Red, Is. 4d. per 100. 

No, 2. Morn., Aft. & Even. Printed in Red. Is. 6d. per 100, 
No. 3. Morn. Even. Printed Red Black, la, 8d. per 100. 
No, 4, Mom, and Even. Printed in Red. Is, 4d. per 100. 
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DIARY OF A PILGRIM IN THE NETHERLANDS. The Holy 
Grail in Bruges and Other Imp ressions of Travel. 
Bruges, Courtrai, Tournai, Anisterdaim, the Hague, Ant- 
werp. By Eosb Koenig. Crown Svo^ cloth, ' 2s. n-at 
(paper covers, Is. net). 

A MASONIC MUSICAL SERVICE BOOE FOR THE THREE 
DEGREES OF CRAFT FREEMASONRY. The AVhole 
Compiled and Edited by T. J, Linbkae (of Si. Trillo^ 
S5G9J. Royal 8vo, blue cloth, limp, 2s, 6d. net (or paper 
covers, Is. 6d. net). 

The Freemason saye ; “ It contains all that is necessary for the deg-rees 
in the way of Psalms, Hymns* Kyries, etc.** 

The First Music Peintbb prom Engeayk» Plates in 
Englanb; 

PARTHENIA Or the First Musick ever Printed for the Vir- 
*ginals. Composed by three famous Masters, William 
Btrb, Dr. John Bull and Orx^anbo Gibbons. Trans- 
lated into Modern Notation and Edited by E. F. Rim- 
BAULT, LL.D., F.S.A. With Fac-similes of the original 
Engraved Title, showing a Lady playing the Virginals, 
a page of the Music, and the Curious and Interesting 
Dedication, Followed by the whole of the Music 
arranged for Playing on the Piano in the Modern Nota- 
tion this forming a further 60 pages. Together with an 
account of the Virginals, Method of Playing, Early 
References, etc. By Dii. Rimbault. This Reprint 
limited to 260 copies only* Folio, gilt top, rough edges, 
imitation old boards, cloth back lettered . To Subscribers, 
12s. 6d. (pub, 21s,) 

The Virginal or Virginals f/om Henry the Seventh's time to nearly the 
close of the 17th century, included all quilled Keyboard instruments, the 
Harpsichord, Spinet, eto. Henry the Eight, according to a contemporary, 
played well on the Virginals. Queen Mary is said to have equalled if not 
surpassed Queen BliEabeth in music playing, the Regals and Late as well 
as the Virginals. The first musio for this tribe of instruments— including 
the Harpsichord — was the ** Farthenia.** It consists principally of 

Pavans and “ Oalliards," in common use for dancing purposes in Queen 
EliBabeth’s time, “ Preludiums,'* ** Fantaaia of Foure Parts,” etc. 

RATIONAL ACCOMPANIMENT TO THE PSALMS. By P. 
Gilbeet Webb. Post 8to, 6d. 

MODEST IDYLLS FOR MUSICAL SETTING. By Eenest 
Aepiebi. Grown 8vo, sewed, Is. net. 
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MIHIATORE' VOCAL SCORES. OF THE ORATORIOS, with 
Pianoforte Aecompanimont. Beautifully and Clearly 
Printed, Clem Pocket Editions, bound in limp red cloth, 
volumes as follows, Is. each: 

Oeiation, Mkssiah. Elijah. St. Paul. 
Htmn of Praise and Hear Mt Prater (in one volume). 

ENOLISH GLEE AND MADRIGAL WRITERS. By W. A. 
Barrett. 8vo, doth, 2s. 6d. 

** Mr. Barrett is big’hly to be commended, no less for tlie vast amount of 
reliable information which ho has collated u|)on th«,v subject in hand, than 
for the concise manner in which, for the benefit of the reader, he has com* 
pressed it into a small space.**— Reeord. 

NATIONAL SCHOOL OF OPERA IN ENGLAND. Being 
the Substance of a Paper read before the LiceKtiates of 
Trinity College, March, 1882. By Frank Austin. 
Post 8vo, sewed, 6d. 

SONGS FROM THE RAVEL. " (Words for Musical Setting.) 
A Book of Prose-Lyrics from Life and Nature. By 
Ernest Austin. Op. 30. Crown 8vo, sewed, 28. 6d. 
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INDEZ. 


£1 11s. 6d. 

n-iatorif of Violntteello, Straeteo 2 

21s. 

Ilhtorp of Violoncello. StracteU 3 

IBs. 6cl. 

lufitranienU of the Modern Or* 
e/ifKtra and J^recitraore of the 
Violin. Solilesmger XO 

18s. 

Organist’s Quarterly Journal. 23 

12s. 6d. 

From MendeUsohn to Wag7ier, 

DaTOtm 

Parthenia , 44 

Precxtrsnrs of the Violin Fam^Vy. 

Sollies inger 33 

10s. 6d. 

Musio and Musicians, Second 

Series. Schumann 6 

Rinh*8 Practical Organ School 23 

10s. 

Chopin : His Life and Letters. 

Karasowski ... 11 

Chopin. Huneker 10 

Growth and Development of 

Musio. Dickinson 18 

Handbook to the Vocal Works of 

Brahms. Evans 4 

Mozart, Wilder. Svols 9 

Opera and Drama. Wagner ... 40 

8s. 6d. 

Musio and Musicians, First 

Series. Schumann 6 

Music of the Most Ancient 
iiations. Engel |16 


page 


Musical Memories. Spark ... 9 

Musical Becolleotions, Hoffman 9 
National Musio of the World ... 17 

Opera and Drama, VoL I. Evans 40 
Symphony Writers. Weingartner. 5 
World’s Earliest Musio. Smith 18 

, 5S. ' 

.Esthetics of M'usioal Art. Hand, 8 
Art of Teaching the' Pianoforte. .. . , 

Johnstone ■ . ... , .34 

Bihliography of Musical In^ 
strumenU. Schleshiger ... 16 
Biographical Dictionary of Fid- 
dlers. Clarke 12 

English Glee Composers. Baptie 12 
Greater Works of Chopin. Klec- 
zynski ... ... . ... ■. ... 6 

Harmony, Volume I. Lewis ... 30 
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